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Abstract 
In the 23 years since the first undergraduate popular music degree programme 
opened in the United Kingdom, the academic discipline of popular music has burgeoned to 
encompass over 160 programmes delivered across the higher education sector, by private 
institutions, Royal-chartered conservatoires, post-92 universities and Russell Group 
universities. This doctoral research project seeks to understand the values underpinning 
and informing educational practice in this growing academic discipline. 
It proceeds from an understanding of higher education and popular music as two 
highly complex domains in their own right, and from the proposition that values inhering 
at their nexus- Higher Popular Music Education- derive from and are borne by multiple 
human, institutional and disciplinary sources, and bear the trace of socio-cultural, 
economic and historical contexts related to each domain. It takes an inductive approach to 
a multiple-case study of four popular music degree programmes at different higher 
education institutions across the United Kingdom. Acknowledging from the outset the 
impossibility of identifying a conclusive ÔrosterÕ of itemisable values, this study draws on a 
combination of institutional literature, semi-structured interview and field observation data 
to explore the interplay of musical, educational and other values within the educational 
message systems of pedagogy, curriculum, institution, assessment, lifestyle and market. 
Analysis of the data suggested that seemingly unrelated values such as, for 
example, those relating to musical aesthetics and social justice, could in fact be 
oppositional in practice, resulting in surprising tensions and impacting on such areas as 
curricula and student lifestyles. Moreover, values enshrined in policy, or perceived by 
interviewees to be dominant within the higher education sector, appeared often to be at 
odds with individualsÕ personal opinions regarding the value of knowledge and education, 
or with what they saw to be the core values of popular music as an art form. 
This interdisciplinary study sits across the research fields of music education, the 
sociology of higher education and popular music studies, and makes original contributions 
to knowledge in each of these fields. 
Keywords: Higher Education, Popular Music, Popular Music Studies, Pedagogy, 
Curriculum, Institutional Culture, Value, Values 
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This doctoral research project seeks to understand the underlying values at play 
within the higher education field of popular music. It proceeds from an understanding of 
higher education and popular music as two multifaceted and highly complex domains, and 
from the proposition that values inhering at their nexus- higher popular music education- 
derive from and are borne by different human, institutional and disciplinary actors, bear the 
trace of socio-cultural, economic and historical contexts related to each domain, and 
become enmeshed. It takes an inductive-hermeneutic approach to a multiple-case study of 
four popular music degree programmes at different Higher Education institutions across 
the United Kingdom. Acknowledging from the outset the inherent messiness of soft 
systems such as education, and the ultimate impossibility of identifying a conclusive 
ÒrosterÓ of itemisable values, this study draws on a combination of literature review, 
documentary analysis, semi-structured interview and field observation to explore the 
interplay of different values within higher popular music education settings. While case 
study research such as this does not generate findings that can be statistically generalised 
to wider contexts, the cross-case findings in this study are abstracted out to theoretical 
issues that enhance and advance understanding of the values underpinning popular music 
higher education, making an original contribution to the research fields of popular music 
studies, music education, higher education studies and the sociology of education. 
This short introductory chapter describes the background, genesis and theoretical 
framework of my research project. It begins with an overview of the contexts within which 
the research focus is situated. It then accounts for how the study was conceived and came 
to be realised, and why it represents a valuable contribution to existing bodies of research. 
It goes on to give some biographical information about me, the researcher, which is 
pertinent to why and how I conducted the study, and is a necessary component of 
constructivist research. It then presents the paradigm and epistemology underpinning the 
study. Finally, it outlines the structure of this thesis. 
2 
1.1 Contexts of the Study 
The units of analysis in this study- its cases- are undergraduate popular music 
degree programmes, and as such are situated within the context of higher popular music 
education, often referred to as Ôpopular music studiesÕ, Ôpopular music pedagogyÕ and 
other names. While a thorough account of this field is given in Chapter 3, some 
preliminary background is warranted here. 
Higher popular music education is a young, but no longer nascent academic field. 
Its beginnings have been variously identified in the interdisciplinary field of cultural 
studies, and in particular from the Centre for Contemporary Cultural Studies (CCCS) at the 
University of Birmingham (Cloonan, 2005; Huq, 2006), on the music education 
programme at Gteborg, Sweden (Tagg, 1998), in research surrounding popular music 
within school-level curricula (such as Swanwick, 1968; Vulliamy & Lee, 1982) and in 
academic studies of popular artists such as the Beatles (for example, Mellers, 1973). It 
came into being as a taught academic discipline proper however between 1988 and 1990 
with the first ÔPopular MusicÕ postgraduate and undergraduate degree programmes 
respectively.
1
 All but one of the undergraduate programmes existing today however were 
first delivered after 1992, a watershed year in UK higher education which saw the 
conferring of university status onto former polytechnics and colleges of Higher Education 
under the Further and Higher Education Act 1992. It was predominantly within these 
ÔnewÕ universities that popular music studies burgeoned as a taught discipline. 
The Further and Higher Education Act 1992 represents one of several 
developments which have altered the climate of UK higher education, and which have 
determined the conditions under which popular music studies has developed. Within 
higher education generally, the Act precipitated the emergence of many new disciplines, 
provoking tense debate surrounding the function of higher education, the nature of 
academic practice, the relative value of different types of knowledge and the relative 
emphases placed on vocational and ÔpureÕ (Becher & Trowler, 2001) academic content. 
These academic value-related tensions have accompanied the growth of popular music 
studies, and continue to be felt within the field. Other developments in higher education, 
while far less abrupt, have also imparted values and ideological positions that bring new 
complexities to the higher education context in which popular music studies is situated, 
and participate in its tensions. 




Details are given in Chapter 3. 
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As a young field unfolding largely within ÔnewÕ universities (Cloonan, 2005), it 
can be argued that higher popular music education experiences the shifting values of 
higher education particularly acutely. In addition however, just as any Ôacademic tribeÕ 
(Becher & Trowler, 2001, p.1) must engage with the values and ideologies surrounding its 
object of study, the phenomenon of popular music is replete with its own tensions, 
ideologies and conflicting values, which when brought into the academic setting must be 
seen to interact with those surrounding higher education. This study seeks to understand 
this interaction. 
1.2 Why this research? 
My interest in this area preceded my formal research, and indeed prompted me to 
seek to undertake doctoral study in the first place. Prior to beginning this project I was 
working as an administrator in a classical music conservatoire, performing regularly as a 
musician, and studying part-time towards an undergraduate qualification in music. This 
particular confluence of activities led me to reflect on the underlying values of education 
and popular music, and to consider them against each other. Having learnt to play music 
largely by teaching myself and through playing in bands and other ensembles, and learnt 
about popular music through obsessively listening, reading, watching, playing and talking 
about it for most of my life, I was struck by the differences between these ÒinformalÓ 
learning experiences and those of conservatoire students, and indeed my own new 
experiences of studying classical music at university. In particular, I was intrigued about 
the values underpinning classical music education; where they came from, and why some 
practices, sounds, pieces, composers and performers were valued over others. Curricula 
and assessment criteria at the conservatoire seemed to reify these musical values, 
endorsing and enforcing the canon of Western art music. Indeed, a symbiotic, mutually 
perpetuating relationship appeared to exist between the Western art canon and classical 
music education. 
It seemed to me that no equivalent authoritative ÒcanonÓ existed for popular music. 
Notwithstanding the obvious variety across genres, periods, and performance practice 
within Western art music, there was nothing comparable to the bewildering spread of 
musical forms all bracketed within Òpopular musicÓ, and each associated with particular 
values- aesthetic, political, social or other. Moreover, perhaps naively, I understood 
popular music practice to be, in its ideal, autonomous in the sense of being free from 
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governing ÒrulesÓ, and mediated only by the expectations of audiences and related market 
dynamics, and the intentions of performers. It was also greatly enmeshed with social life, 
accompanying and in many cases defining the lifestyle practices of individuals and 
communities. 
What then, of popular music education? Friends of mine had studied on popular 
music programmes, but I had taken very little interest in their experiences until this point. I 
now wondered how such aesthetic and ideological variety could be accommodated within 
education, what values would be inculcated, and where they would derive from. I began to 
read across the issues of canon and genre in music, and in music education. These initial 
investigations confirmed for me that the concept of canon was problematic in the context 
of popular music education, a young field without a Ògreat traditionÓ of the kind identified 
by Bloom (1995), Leavis (2006) and others in disciplines such as English literature and 
Western art music, or a central repertoire as exists in classical music (as discussed by 
Bohlman & Bergeron, 1996; Citron, 1993; and others). How and from where, then, did 
values pertaining to quality and authenticity emerge within popular music in an 
educational context, and within music education communities? Furthermore, how do they 
inform approaches to curriculum, pedagogy and assessment? 
Alongside these considerations of popular music in education, I began to reflect on 
the value and purpose of higher education itself. As a programme administrator I was a 
participant in the culture and practice of higher education, and I was aware of policy and 
the role of regulatory bodies in assuring quality. I was intrigued by this notion of ÒqualityÓ, 
which seemed to be laden with values that were specific to a particular, dominant 
conception of higher educational purpose. Higher education, it seemed, was charged with 
many responsibilities, including providing skilled labour to support industry and the 
economy, generating and conferring knowledge, participating in cultural life and 
responding to the demands of paying students, equipping them with the skills and 
knowledge they desired. 
I was making these considerations against a tense backdrop. Around this time, two 
universities announced the proposed closure of long-standing departments deemed to be 
unviable from an economic perspective
2
, and student protests against proposed increases in 
tuition fees were gaining high profile media coverage. I became aware that the purposes 




Middlesex UniversityÕs Philosophy department and KingÕs College LondonÕs Palaeography department 
(which was ultimately saved).  
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commonly attributed to higher education were potentially at odds with each other, and that 
negotiation across these responsibilities demanded that they be evaluated in terms of 
relative value. 
Meanwhile, I witnessed academic staff at the conservatoire constructing and 
deliberating over programme and module specifications and assessment criteria. This 
reminded me that at a local level, institutions, programme teams and individuals within 
education must also engage in processes of negotiation and compromise across objectives, 
assessing value, including and excluding content from curricula and, in teaching, actively 
inculcating certain values over others. I also served committees and working parties in 
which student representatives voiced their concerns about issues such as programme 
content, teaching and assessment. I came to the informal hypothesis that in the practice of 
higher education, discipline-specific values, values concerning the purpose of education, 
and the personal values of individuals are brought together and, to cast them 
metaphorically as active entities, must vie for authority. I reasoned that in popular music 
education, the ideologies and values associated with different popular musics and their 
attendant practices must surely be brought into dialogue with those associated with higher 
education, and also with the values of institutions and individuals. 
From these considerations a working hypothesis began to emerge; that within 
higher popular music education, values relating to higher education, issuing from state 
policy, institutions and individuals and formed both within and outside of the academy, 
interact with the values associated with the disciplineÕs object of study, popular music, and 
impact upon the educational experience. The crucial question was how, and thus a tentative 
research question was formed: ÔHow does value formation impact upon popular music 
pedagogy at undergraduate level?Õ 
I conducted a pilot study in early 2011, with a view to gaining an insight into the 
values operating within higher popular music education, in addition to testing my proposed 
research instruments. I interviewed two programme leaders and two alumni of popular 
music programmes. The findings appeared to confirm that complex matrices of different 
values, sometimes oppositional, sometimes seemingly unrelated, and held by/issuing from 
different subjects, existed within higher popular music education settings (a summary 
report of the pilot study can be found as Appendix VI). 
The research focus was refined further through literature review. Within 
educational theory, I found that the educational reform theories of Ball (1994) and Usher 
(2009) offered possible frameworks within which to proceed with my investigation. 
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Consideration of BallÕs (1994) suggestion of four Ômessage systemsÕ of education- 
curriculum/ assessment/ pedagogy/ organisation (p1)- led me to adopt a more systematic 
approach to examining educational settings. However, bringing UsherÕs theories into the 
frame led me to consider the possibility of other, less tangible message systems 
unaccounted for in BallÕs list, operating within educational systems Òby stealthÓ. Usher 
(2009) asserts: 
Learners are positioned by lifestyle practices as active subjectsÉbut they are also passive 
subjects, since lifestyle is socially defined, culturally legitimised, economically influenced 
and prey to consumerism and media-generated images. (p.173) 
This suggests that cultural, social and economic values enter the educational setting 
not only via BallÕs message systems (Ball, 1994), but also through active and passive 
learning associated with learnersÕ lifestyle experiences. These values might be seen to 
operate within a fifth, hidden message system, lifestyle. Considering UsherÕs assertions 
alongside Bannister (2006) and Wyn JonesÕ (2008) theories of value formation in popular 
music, it is easy to conceive of socially and culturally determined values infiltrating 
popular music educational systems on a normative or tacit level via the lifestyle message 
system. 
A further message system relates to market forces. Usher (2009) suggests that: 
Changes in industry and changes in education go hand in hand, with educational 
institutions being expected to produce enterprising, consumption-oriented individuals with 
the attitudes, competences and predisposition to change appropriate to the Post-Fordist 
economy (Usher, 2009, p174) 
In my experiences of working within the sector for five years, higher education was 
increasingly being rationalised in these terms; learning outcomes and programme aims 
were often geared towards equipping learners with skills sets that corresponded to 
industrial and market demands. Moreover, institutions appeared to compete to attract 
learners, as educational ÒconsumersÓ, and according to Usher (2009) learners in turn 
position themselves as skilled ÒproductsÓ to be chosen by the professional marketplace. I 
surmised therefore that market values circulate within an educational system through all of 
BallÕs (1994) message systems but, as with cultural and social values, also on a hidden 
level, firstly because they are embedded within studentsÕ and providersÕ anxieties and 
aspirations and secondly because students and staff interact with the market (as consumers 
and as functionaries) outside of the educational setting. Thus another message system, 
7 
market, might exist. I chose therefore to adapt and extend BallÕs (1994) message systems 
model, proposing six message systems of education: curriculum, pedagogy, assessment, 
institution, lifestyle and market. The decision to change Organisation to Institution was 
based on the currency of the term institution within higher education. 
After further refinement, I decided upon the following two subsidiary research 
questions: 
1 What values are held on undergraduate popular music degree programmes? 
2 How are these manifested in the message systems of curriculum, pedagogy, 
institution, assessment, lifestyle, and market? 
 
As intimated in the introduction to this chapter, these are not research questions for 
which the study provides, or seeks to provide, conclusive answers. Rather, they served to 
provide a focal point for inquiry, and to support a systematic approach to data collection 
and analysis. The first question is subjectless, and deliberately so; an initial subject- Ôkey 
playersÕ (an earlier research question read: what are the values held by key players [...]?) 
was found to be too constricting insofar as it implicitly drew focus towards human 
individuals and away from less tangible sources of values. Far from negating or glossing 
over the subjectivity of values, the conspicuous absence of a subject prompted a greater 
awareness of (inter)subjectivity accompanied by an understanding that, while values are 
formulated by human subjects, these original subjectivities can recede from view when 
values are enshrined in text, which, while it can hold authority, is neither itself a subject, 
nor a straightforward proxy. As such, this subjectless research question was appropriate for 
an investigation within a hybrid social constructionist/structural functionalist paradigm 
(see below). 
Existing research into the practice of higher popular music education has tended 
either to present summative, albeit critical and thematically-driven overviews of the 
discipline as a whole (Cloonan, 2005; Cloonan & Hulstedt, 2012) or to explore themes that 
are common in wider music education research, such as formal and informal learning, peer 
learning and assessment in the context of popular music education. The majority of the 
latter instances have been conducted by insiders such as programme leaders (for example, 
Lebler, 2007; 2008; Pulman, 2009; Smith & Shafighian, 2013). A small number of studies 
have investigated institutional culture and its relationship to (among other things) musical 
genre (Hewitt, 2009; Karlsen, 2010; Papageorgi, Haddon, Creech, Morton, de Bezenac, 
Himonides, Potter, Duffy, Whyton & Welch, 2010a; 2010b). As J¿rgensen (2009) asserts 
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however, the research base in this area is conspicuously sparse and in much need of 
development. Moreover, no such studies are primarily concerned with the issue of values, 
despite value being a prominent theoretical issue in both education and music research. 
KarlsenÕs (2010) study is notable for considering authenticity (another prominent 
theoretical issue in popular music studies) within the context of a Swedish popular music 
programme, and exploring the collocation of educational and musical values (Karlsen, 
2010). Her short study is important for highlighting some of the complexities inherent in 
such a collocation; however, to my knowledge it represents the only empirical 
investigation of institutional values on a higher popular music education programme 
conducted solely by an institutional outsider, despite much educational research and theory 
(for example, Becher & Trowler, 2001; Clark, 1983) focussing on the interplay of 
institutional, disciplinary and other values within other higher education settings. Given the 
existence of such research, together with much high profile writing exploring the 
disciplinary scope of popular music studies (for example, Middleton, 1990; Hesmondhalgh 
& Negus, 2002; Brabazon, 2012) and in the context of rapid growth in popular music 
studies within UK higher education, it is surprising that this area remains under-
researched. This study makes a significant contribution to knowledge by drawing 
theoretical issues relating to popular music into dialogue with those related to higher 
education, through empirical investigation of real-life instances in which higher education 
and popular music co-exist. In so doing it enriches understanding of a burgeoning higher 
educational field. 
1.3 An Insider-Outsider Perspective 
It is necessary to clarify my own position in relation to this research, and to 
acknowledge its potential bearing on my outlook and approach. Given the multilayered 
context of this study, I can be seen to have neither a wholly etic perspective, nor a wholly 
emic one. I am, at the time of writing, a postgraduate research student, and have in the past 
studied at three universities. In my current role as Graduate Teaching Assistant at the 
University of Reading I am also a higher education teaching professional, and I have in the 
past worked as a university administrator. As such, many of the experiences related by my 
interviewees, both students and staff, inevitably chime with my own. Moreover, the 
structures and culture of higher education are familiar to me, and educational policy, 
9 
whose impact is investigated in the study, has impacted on my own past and current 
experiences as a higher education insider. 
I have also played popular music in bands and other ensembles for almost twenty 
years, and self-identify strongly as a musician. I have worked, and continue to work, 
professionally and semi-professionally as a musician and music educator and hope to be an 
active musician, in one form or another, for the rest of my life. In terms of popular music 
practice therefore, I must also be regarded as an insider. In the context of popular music in 
higher education, however, I am not. My only experience of studying music formally was 
of undertaking a two-year undergraduate diploma (Dip.Mus) with the Open University, 
which while encompassing a range of musical styles had a dominant Western classical 
emphasis. I have neither studied nor worked on a popular music degree course, and to this 
extent I am an outsider to higher popular music education. More specifically, I am not 
associated with any of the institutions that feature in this study, and am thus a clear 
outsider to each case. 
As discussed above, my decision to undertake this particular research project was 
far from capricious and derived from my professional, intellectual and emotional 
investments in higher education and popular music. My approaches and interpretations are 
thus inevitably coloured by assumptions issuing from my personal experiences. The 
attendant potential for bias must be acknowledged here, and is reflected upon in greater 
detail in the final chapter. The potential of my outsider status to affect intervieweesÕ 
engagement with the project is discussed in Chapter 4. 
1.4 An Inductive-Hermeneutic Approach Within a Hybrid Social 
Constructivist/Structural Functionalist Paradigm 
This study recognises that participants, including myself the researcher, interpret 
and construct the world uniquely, and holds to the view that the notion of ÔdisinterestedÕ 
research is ultimately fallacious. This is not to say that the study is unabashedly biased; 
rather it proceeds with a critical awareness of my own position in relation to the project- 
my motives, my approach, my prior assumptions, and so on- and a similarly critical 
approach to participantsÕ responses. In short, subjectivity is mitigated through critical 
awareness thereof. 
Notwithstanding this awareness of individual subjectivity, the studyÕs primary 
focus is social, and its paradigmatic frame is best understood as being rooted in social 
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constructivism. Drawing on Kim (2001), Galloway (2001), Vygotsky (1978) and Rogoff 
(1990) among others, this study makes the following assumptions: 
● That no reality precedes that which is constructed through social activity; 
● That, accordingly, knowledge is socially constructed; 
● That learning is therefore a social process; 
● That understandings of individuals are affected by the intersubjectivity of the 
groups of which they are members. 
 
At the same time, it seeks to understand how this intersubjectivity impacts upon the 
way social systems function, and furthermore focuses on some of the structural, albeit 
often abstract components of these systems (and wider systems within which they sit), 
exploring how they relate to their values and norms, and how they function. As such, the 
study might also be aligned with functionalist paradigms, and for its focus on values, with 
the approach of Parsons (1951; 1967) in particular. However, I do not commit to an 
understanding of structural components as being objectively functional and fixed (a 
common criticism of structural functionalism). Rather, I approach the education 
programmes in this study as soft systems (Checkland, 1990) that have social, cultural and 
political dimensions and are therefore inherently messy; I employ tentative structural 
frameworks (such as the six message systems, discussed above) as means through which to 
focus and order my analyses of these soft systems. To this extent, my approach differs 
markedly from structural functionalist approaches, in that I do not seek to test the objective 
validity of structural frameworks, only to employ them as tools and reflect upon their 
utility. 
Finally, and to a lesser extent, my approach is informed by poststructuralist 
understandings of struggle for power and knowledge being enacted in discourse, and of 
language being central to the construction of social realities. This allows for consideration 
of how language texts (encompassing literature but also, in the form of interviews and 
documents, my primary data) embody values and present realities, how different subjective 
constructions relate to one another, and why some come to dominate. To oversimplify, it 
draws the dynamics of intersubjectivity to critical light. 
My methodology follows a multiple-case study design informed by approaches 
developed by Yin (2003), Stake (1995) and others, and draws from semi-structured 
interview data, field observation notes and institutional documents as primary data sources, 
all appropriate for generating rich understanding of complex phenomena. As explained in 
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detail in Chapter 4, I took an inductive approach (Thomas, 2006) to analysis, scrutinising 
raw data until themes emerged, refining these into thematic categories and establishing 
their interconnectedness, first within and then across cases. 
My literature review was informed by hermeneutic approaches. In particular I held 
to GadamerÕs (1982) positive appropriation of the term ÔprejudiceÕ as denoting a 
researcherÕs judgement and understanding prior to beginning formal research, which must 
be recognised as susceptible to change but also central to determining the path of inquiry. 
Related to this is Smythe and SpenceÕs (2012) Heideggerian notion of ÔinclineÕ, which 
suggests that we incline towards a text only if it Òinclines towardsÓ us; that is, engages our 
working assumptions. This reflexive incline enacts a dialogic experience through which 
the researcher refines their theoretical framework. While much of this dialogue between 
my developing theoretical understanding and literature has been largely written out, the 
literature review represents a discursive re-view of a unique assemblage of literature 
resulting from this reflexive process. 
1.5 Terminology and Subject 
Many of the central and peripheral terms in this study cannot be rigidly defined, but 
nonetheless have a high degree of currency in discourse and practice; the resulting variety 
of uses and understandings poses significant challenges. While this variety is explored 
across the thesis, the study does not seek to identify ÒtrueÓ or ÒaccurateÓ definitions for its 
terminology, nor does it work under strict definitions of its own. After initial efforts to do 
both, it became clear that semantic instability lies close to the crux of the value problem; 
that subject, context and usage imbue terms with meaning, which in turn can be traced to 
underlying values. 
1.6 The Research Focus 
The study is focussed broadly upon the academic field of higher popular music 
education, and specifically on the interplay of values therein. As already discussed, popular 
music in higher education constitutes a union of two vast and complex phenomena. It was 
thus decided that a narrowing of the research focus to specific examples, or cases, was 
necessary in order to facilitate depth of inquiry. On the other hand, the findings of my pilot 




 In order to investigate the impact of contextual variation it was therefore 
necessary to maintain some variety across cases. I identified a selection of undergraduate 
degree programmes which together reflected the variety of provision within popular music 
in UK Higher Education. From an initial list of ten possible programmes, I secured 
participation from four, all of which consented to being named in this thesis (see Chapter 
4, Ethics). They are introduced in Chapter 5. 
1.7 A Caveat 
It must be stated here at the outset that while this is a ÔcriticalÕ study in the 
academic sense of taking a critical-theoretical approach, and is also comparative in that it 
examines variation across cases, it does not seek to criticise the cases, or compare them 
with a view to asserting their relative quality or failings. Rather it seeks to draw to light 
their inherent complexities, in order to enrich understanding of the domain in which they 
operate. The integrity and credentials of participants and their colleagues is beyond 
question, and the programmes speak for themselves in terms of success and quality. All 
findings and observations should be read as being implicitly preceded by this caveat. 
1.8 Thesis Outline 
This first chapter has given a preliminary overview of my research project. Chapter 
2 is a literature review. It proceeds inductively by unpicking and discussing the studyÕs 
central concepts of ÔvalueÕ, Ôhigher educationÕ and Ôpopular musicÕ, and reviews theory, 
empirical research and policy documentation pertinent to their usage in this study. Chapter 
3 presents a more detailed overview of popular music in higher education, and, where 
relevant, extends the literature review to cover existing research (and other writings) in the 
field. Chapter 4 gives a thorough account of my research design, including choice of 
methods, data collection instruments, analytical strategies and ethical considerations. 
Chapter 5 presents summary descriptions of each of the four cases, based on the initial 
within-case analysis process. Chapter 6 presents the findings of cross-case analysis, 
supported by verbatim examples and arranged under thematic categories that emerged 
during the coding of data. Chapter 7 brings the literature-driven inquiry initiated in Chapter 
2 to bear on the primary research findings presented in Chapter 6. The final chapter 




For example, socio-economic, geographical.  The pilot study can be found in Appendix VI  
13 
considers the conclusions drawn in the preceding discussion in terms of their implications 
for the field of popular music studies, and for future research. It reflects on the strengths 
and limitations of the study, and asserts its original contribution to knowledge. Ethical 
approval forms, a specimen interview transcript, a write-up of my pilot study, a published 




Literature Review  
This chapter reviews the literature relating to my research questions and to the 
concepts encompassed therein. It begins with an explanation of my approach to literature 
review. This is followed by an examination of my terminology, unpacking and 
contextualising the concepts of value, higher education and popular music. It reviews how 
these concepts have been addressed in theory, empirical research and practice, considers 
how their inherent multifariousness has both problematised and facilitated discussion, and 
considers them in relation to the context, aims and research questions of this study. 
2.1 A Hermeneutic Approach to Literature Review 
The interdisciplinary nature of this research project was such that an exhaustive 
literature review was unfeasible.  Instead, I read widely across research within the fields of 
music, popular music studies, philosophy of education, higher education and music 
education, establishing a deep theoretical and contextual understanding of the studyÕs 
interdisciplinary terrain, before undertaking an inductive, hermeneutic phase of literature 
review through which my theoretical framework was established and refined. It is worth 
giving a brief account of my approach here. 
Smythe and Spence (2012) take issue with common understandings of literature 
review as something distinct from the act of research proper, as if it were an ancillary 
rather than integral aspect of the research process. To the contrary they argue that literature 
review is a phase of active research, and part of the methodology of any research process. 
As touched upon briefly in the last chapter, they suggest that literature review is inevitably 
an interested, ÔprejudicedÕ (Gadamer, 1982) process, in which the researcher Ôinclines 
towardsÕ (Smythe & Spence, 2012, p.17) texts with which their developing assumptions 
are drawn into dialogue, and which come to serve as cornerstones in a theory-building 
discussion, through which the researcher is prompted to question their own preconceptions 
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alongside the assumptions they perceive to be implicit in texts. The theoretical framework 
is therefore established through the researcherÕs interpretive, or hermeneutic, engagement 
with literature. Recognising such an engagement in my own approach to literature review, 
I decided to do so deliberatively; once I had established a breadth of disciplinary and 
contextual understanding, I began a second, more focused phase, identifying theoretical 
issues through critical re-readings (or Ôre-viewsÕ (Smythe & Spence, 2012, p.14)) of texts 
that provoked and participated in my deliberations, synthesising their themes and issues 
towards an integrated theoretical framework. This chapter offers an account of this phase. 
2.2 Value 
Value is a semantically unstable term (Woodall, Hiller & Resnick, 2012) that is 
used and understood to mean different things. In seeking to unpick the term, one 
encounters meanings ranging from the moral (for example, ÔJohn has good valuesÕ) to the 
monetary (Ôthat restaurant is good value!Õ). These uses are not as disparate as they might 
first appear; both demonstrate the engagement of subjective judgement, and of subjectively 
held principles in the assessment of phenomena, objects and others. Indeed, in the first 
example above, JohnÕs values are considered good because they concur with the principles 
held by the subject (and the statement therefore tells us as much about the values of the 
subject as it does about JohnÕs). The second example also represents an act of comparative 
judgement, as the subject compares the price of the restaurantÕs menu against his/her 
intuitively-held principles of fair pricing. Even though monetary considerations by their 
nature relate to quantity, such judgements are still fundamentally qualitative appraisals. 
Value relates then to what we consider good, bad, important, right, wrong, and so 
on. We refer to the act of applying these considerations to phenomena as valuing (inf. to 
value) or evaluating, and to the principles underpinning these considerations as our values, 
although as is often pointed out, these are implicit and we rarely articulate them explicitly 
in everyday life (Harland and Pickering, 2011; Skelton, 2012; Smith, 2012). Rather, they 
are discernible through the judgements, choices and actions they give rise to, and permeate 
the practice of our lives. Unlike laws, these values are understood tacitly, but like laws and 
rules they affect how we negotiate our approach to life. Indeed, values arguably precede 
laws (in the jurisdictive sense) and rules, since to obey and uphold laws is to value the rule 
of law (or at least to value conditions that might be jeopardised by disobedience), and to 
construct them is to enshrine values. Nothing we ever do is entirely value-free because 
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decision precedes our conscious actions, and our decisions, from the fraught to the 
mundane, are always grounded in values. 
2.2.1 Value and values in higher education 
Despite the term valueÕs conceptual breadth however, it is most often used in 
education research to refer to one or other limited aspect of value, with the termÕs other 
meanings being overlooked, taken-for-granted or glossed over. While this is perhaps 
necessary given that valueÕs Ôsemantic diversity [and] multiplicity of meaningÕ can lead to 
Ôdifferently operationalised measures, and [É] conceptual conflictÕ (Woodall et al,. 2012, 
p.3) that can undermine research and practice, Harland and Pickering (2011) argue that 
conceptually narrow understandings of the term (specifically those limited to its moral 
dimension) risk it appearing too abstract to be useful in discussions of educational practice. 
Harland and Pickering (2011) assert that although moral values inevitably underpin our 
actions, they inhabit our subconscious such that we rarely consciously apprehend their 
impact upon our practices; consequently explicit discussion of values can seem irrelevant 
from a practical perspective, or to be related to some other, more abstract domain. 
The majority of education research employing value as a central term can be 
collated according to two aspects: a) what I refer to in this study as principle value, 
encompassing discussion of the intrinsic value of knowledge, moral values, values relating 
to social justice, the personal and professional values of educators and students, and 
ideological values; and b) transactional value, encompassing discussion of benefit-
sacrifice exchange, value-for-money and student-as-consumer value. While critiques of an 
alleged marketisation of higher education are common within the literature surrounding 
principle values, and arguments that espouse the intrinsic value of education are usually 
given passing acknowledgement in studies of transactional values, focused comparative 
analyses of these two value aspects, or even acknowledgement of their possible 
interconnectedness, are rare. 
Among empirical studies, Woodall et al. (2012) acknowledge that the student-as-
customer metaphor is contested within higher education (especially among academics), but 
argue that since universities treat students as a source of revenue, and students display 
Ôcustomer-like behaviourÕ (Woodall et al., 2012, p.4) Ôcustomer valueÕ is a legitimate 
analytical framework. They explore this framework, but do not consider the implications 
of analysing education according to transactional value alone, as opposed to in 
conjunction with the moral, personal or ideological aspects of value. 
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Woodall et al. (2012) identify a disparity existing across conceptions of customer 
value, with some accounting only for monetary, and others incorporating non-monetary 
factors. They draw from previous research by Bolton and Drew (1991), Gronroos (1997), 
Dodds, Monroe and Grewal (1991) and Holbrook (1996), and offer their own 
understanding of the term as representing a Ôcomplex web of intrinsic prompts that cause 
consumers to reflect critically on their service encountersÕ, and which encompasses factors 
such as ÔpriceÕ, Ôindirect costsÕ, Ôtime and effortÕ, and ÔbrandÕÕ(Woodall et al., 2012, p.4). 
The authors address this range of factors in an analysis of survey data relating to student 
sentiment at a London business school, and the study concludes that different concepts of 
customer value render different readings of student data, but that variations of Ônet valueÕ 
(Woodall et al., 2012, p.16), conceived as benefit (that which students receive) over 
sacrifice (that which students forfeit) offer the most potential for market benchmarking. 
Significantly, the principle values of students (such as for example their moral beliefs) are 
not investigated, suggesting that the authors do not consider them to be relevant to 
(student-as-) customer value equations. 
Like Woodall et al. (2012), Kalafatis and Ledden (2012) acknowledge the 
arguments of some scholars (Bay & Daniel, 2001; Gibbs, 2001; Molesworth, Nixon & 
Scullion, 2009) that the Ôstudent-as-consumerÕ metaphor subjugates the Ôcore ideology of 
educationÕ (Kalafatis & Ledden, 2012, p.2), but like Woodall et al. (2012) they nonetheless 
consider consumer value to be a legitimate and important analytical framework, broadly 
concurring with Ng and Forbes (2009) that increasing student numbers, and the ensuing 
marketisation of higher education Ôlend currency to the student-as-consumer conceptÕ (Ng 
& Forbes, 2009, p.44). Kalafatis and Ledden (2012) choose, for the purposes of their 
study, to essentialise student value according to benefit and sacrifice across a range of 
monetary and non-monetary Ôvalue dimensionsÕ (Kalafatis & Ledden, 2012, p.7), although 
in place of ÔbenefitÕ and ÔsacrificeÕ the authors adopt ZeithamlÕs (1988) terminology of get 
and give, and a typology of get/give dimensions set out by Sheth, Newman, and Gross 
(1991): for get, ÔfunctionalÕ, ÔemotionalÕ, ÔepistemicÕ and ÔsocialÕ- and for give, ÔtimeÕ, 
ÔmoneyÕ and ÔeffortÕ (Kalafatis & Ledden, 2012, p.7). At a glance this typology might 
imply the incorporation of principle values; however, all dimensions are conceived and 
explained by Kalafatis and Ledden (2012) as deriving from engagement with the ÔproductÕ, 
as opposed to preceding, accompanying or underpinning it; for example, ÔsocialÕ value is 
explained as Ôthe benefits acquired from a productÕs association with a particular 
demographic, cultural or social groupÕ (Kalafatis & Ledden, 2012, p.7), rather than as 
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relating to studentsÕ pre-existing principle values of, for example, social justice or equality. 
Emotional value is also characterised as deriving from the educational transaction, as a get 
value associated with the educational product: 
 
Emotional value associates with extrinsic aspects of consumption in terms of a productÕs ability to 
arouse feelings or affective states [...] In the educational context emotional value is realised through 
the affective states that are aroused in the student while studying their degree, for example feelings 
of pride and self-achievement (Kalafatis & Ledden, 2012, p.7, citing LeBlanc & Nguyen, 1999) 
 
Kalafatis and Ledden (2012) add a further value of ÔImageÕ to Sheth et al.Õs (1991) 
typology to account for Ôthe benefits of consumption that derive from studying at a well 
thought-of institution: i.e., the status and reputation of the business school influences 
perceptions of the value of the qualification gained thereinÕ (Kalafatis & Ledden, 2012, 
p.7, citing LeBlanc & Nguyen, 1999; Ledden & Kalafatis, 2010; Ledden, Kalafatis & 
Samouel, 2007; Nguyen & LeBlanc, 2001). The dimension of ÔImageÕ thus broadly 
conforms to ÔbrandÕ as identified by Woodall et al. (2012). 
Kalafatis and Ledden (2012) can therefore be seen, like Woodall et al. (2012), 
largely to exclude principle values from their analyses of student value. They use the 
above ÔdimensionsÕ (Ledden & Kalafatis, 2012, p.7) as the thematic framework for a 
longitudinal survey study of postgraduates enrolled on an MA in Marketing at a London 
business school (as in Woodall et al.Õs study), which investigates how student (-as-
customer) value changes over time. The study concludes that studentsÕ responses to the 
various value dimensions changes over the course of their programme, and also that 
functional and emotional value are Ôco-createdÕ (Ledden & Kalafatis, 2012, p.15) by the 
course structure and studentsÕ interaction with the course team. 
To summarise here, it can be seen that the authors of these studies delimit student 
value to its transactional aspect, and while this is broadened beyond monetary transaction 
to encompass non-monetary elements such as emotions and time, it is nonetheless striking 
that value in its principle aspect is out of focus in their investigations, as if unrelated to the 
student value concept or tantamount to a category mistake. However, if we hold to Harland 
and PickeringÕs (2011) assertions that our values- meaning our principle values- inform 
everything we do, then to ignore them is arguably to ignore the root impetuses of studentsÕ 
decisions. 
Other literature concerning value in education has focused on principle values, and 
although, as has already been noted, the marketisation of higher education is often 
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critiqued in such research (for example Ball, 2007; Barnett, 2003; Harland & Pickering, 
2011; Skelton, 2012), the insights and implications of student-as-customer value research, 
exemplified by the studies reviewed above, are rarely considered in detail, or, by 
implication of the strong criticism levelled at the ideologies that student-as-customer 
conceptions are perceived to reflect, are given little credence. Indeed, the literature reviews 
and bibliographies of studies oriented towards either the principle or transactional aspects 
of value suggest little engagement with the literature of the other. 
Winter (2009), investigating academic staff's negotiation of academic and 
managerial identities, identifies 'values incongruence' (p.122) where 'academics and 
managers' ideological beliefs and values may not overlap in respect to the roles and 
obligations of academics and the primary purpose of the institution' (p.122).  As a solution, 
Winter (2009) proposes deliberative discussion among academics and academic managers.  
SkeltonÕs (2012) study, based on semi-structured interviews with academic staff 
from across a UK university, examines academicsÕ experiences of their principle values 
conflicting with those operating at ÔmicroÕ, ÔmesoÕ, and ÔmacroÕ levels of the higher 
education system (Skelton, 2012, p.258). Skelton posits that academic staff arrive at the 
educational setting with Ôa highly distinctive set of personal values about teaching and 
learningÕ (Skelton, 2012, p.258) based on prior experiences and informed by parental and 
other relationships. Citing Festinger (1957) and Ball (2003), he asserts that when these 
values are denied in practice, conflict is experienced and Ôvalues schizophreniaÕ (Skelton, 
2012, p257, citing Ball, 2003) is induced. Conflicts identified by the interviewees in 
SkeltonÕs study related to notions of authenticity, accommodating cultural difference, 
independent learning, and interaction with students (Skelton, 2012). Like Winter (2009), 
Skelton concludes by advocating a Ôdeliberative approachÕ (2012, p.267) based on YoungÕs 
(1996) notion of deliberative democracy, to analysing value conflict, in which people are 
encouraged to examine the Ôpersonal, cultural and historical contexts that shape their 
values and perspectivesÕ (Skelton, 2012, p. 267).  
An obvious difference between SkeltonÕs (2012) and Winter's (2009) research and 
that of Woodall et al. (2012) and Kalafatis and Ledden (2012) is its focus on teachersÕ as 
opposed to studentsÕ experiences. Nonetheless it is striking that SkeltonÕs use of the term 
values is entirely removed from transactional analyses of the educational experience. 
Brooks (2012) investigates how young people across all strata of education are 
constructed within the educational policy of the current (at the time of her writing) UK 
coalition government, and identifies a shift in emphasis towards transactional values and 
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away from principle values. She conducts discourse analysis of, among other documents, 
the Students at the Heart of the System White Paper (DBIS, 2011), and compares its 
construction of young people against that of the previous Labour government. She 
identifies a continuity across governments in constructing students as consumers (Brooks, 
2012), and suggests that the coalition government is Ôendorsing and expandingÕ (Brooks, 
2012, p.7) the consumerist model by (among other measures) demanding that higher 
education institutions provide a ÔKey Information SetÕ (KIS) to prospective applicants, 
detailing: student satisfaction ratings; time spent in different teaching and learning 
activities; methods of assessment; accreditation by professional bodies; costs; student 
support; graduate employment figures and student union information (Brooks, 2012). All 
of these elements, and the reasoning behind the use of Key Information Sets, fit with 
transactional understandings of value, but far less so with value in its principle aspect. 
In addition to the student as an Ôactive consumerÕ (Brooks, 2012, pp.5-7) of 
education, Brooks identifies Ôdutiful citizensÕ (pp.7-8), Ôgood characters in-the-makingÕ 
(pp.10-11) and Ôfriends and students of businessÕ (pp.4-5) as other constructions of young 
people by the coalition government. However, even in constructions of citizenship, she 
identifies a gradual move, across both the New Labour and coalition governments, towards 
values of Ôeconomic respectabilityÕ (Brooks, 2012, p.8). Furthermore, the coalitionÕs ideal of 
Ôgood characterÕ is according to Brooks dominated by a masculine sense of competition that 
is Ôattuned to the marketÕ (Brooks, 2012, p.11). Young peopleÕs construction as Ôfriends and 
students of businessÕ (Brooks, 2012, pp.4-5) is for Brooks in accord with increasing private-
sector involvement in education, predicated on the assumption that Ôthe interests of students 
are broadly in line with those of business and, secondly, that young people can only benefit 
from adopting business values, such as enterprise, entrepreneurship and competitive 
individualismÕ (Brooks, 2012, p.4). Citing Ball (2007), Brooks points to a Ôshift in valuesÕ 
(Brooks, 2012, p.4) towards economic competitiveness, which has usurped traditional 
emphases on the Ômoral obligations of teaching and learningÕ (Brooks, 2012, p.4). 
BrooksÕ analysis of her source documents demonstrates clearly that transactional 
values and principle values are neither categorically discrete nor functionally autonomous, 
and that the relationship between these value aspects is reflexive, multilayered, and 
implicit. Conceptions of value predicated on transactional models inform but also derive 
from social constructions of students such as those identified by Brooks (2012), which also 
reflect Ôideological underpinningsÕ (Brooks, 2012, p.12) that issue from wider political 
ideologies. The prevalent student-as-consumer construct, together with the marketisation 
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of education identified by Brooks (2012), Harland and Pickering (2011), Skelton (2012), 
Ball (2007) and others (Barnett, 2003; Delanty, 2003; Henry, Lingard, Rizvi, & Taylor, 
2001, Wynyard, 2002) has given rise to transactional conceptions of value, but these have 
also informed standards against which the success of policy, and by extension its 
ideological foundations, are measured. It might therefore be seen as an oversight that 
studies such as those of Woodall et al. (2012), Kalafatis and Ledden (2012) and others do 
not consider the impact of principle values in their analyses of transactional values. On the 
other hand, studies that focus on the principle aspect alone fail to acknowledge the extent 
to which transactional understandings of value, whether enshrined at a macro level in 
policy (such as DBIS, 2011) or enacted at a meso/micro level, both reflect and inform the 
ideologies of higher education. Delimiting the meaning-in-use of value to one or other 
aspect may facilitate tidier analyses, and render more accessible and manageable results, 
but it arguably inhibits understanding by overlooking the extent to which the different 
aspects of value are interconnected and co-dependent. A synthesis of these aspects is, I 
believe, crucial to enriching understanding of value in education; accordingly, this study 
presupposes that, far from being categorically discrete, principle values are in constant 
interplay with transactional values, and both are potentially manifested in each of the 
message systems of education: curriculum, pedagogy, assessment, institution, lifestyle and 
market. 
The terms ÔmacroÕ, ÔmesoÕ, and ÔmicroÕ (Skelton, 2012, p.258), are used by Skelton 
to demarcate different levels at which academic staff experience value conflict. They can 
however be adapted to provide a more general framework for approaching the various 
levels at which values operate in higher education. This study focuses on the micro level, 
which I take to refer to the community (students and staff), physical environment and 
resources specific to my case studies (the degree programmes). However, the interplay of 
values extends beyond the immediate boundaries of the case study, as values operating at 
the meso (the wider institution, or, where applicable, the school or faculty within which a 
case sits) and the macro (higher education in the national context, encompassing policy and 
cultural trends) are manifested in the micro level setting. Awareness of macro and meso 
level values is therefore essential. 
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2.3 Macro Values in Higher Education: Some Policy Documentation 
Atkinson and Coffey (2011) assert that documents have typically been neglected in 
social research, but that they can reveal much about the values operating within societies. 
Documentary analysis forms part of my methodology, and documents such as 
prospectuses, employability statements, websites and module specifications are treated as 
data in my case studies alongside interview transcripts and observation notes. Here, I 
review some macro level documentation that illustrates the impact of political values on 
higher education, and how higher education has been conceived in terms of function and 
purpose. 
Brooks (2012) notes that policy is rarely implemented straightforwardly but is 
instead ÔÔenactedÕ: translated, interpreted, challenged and sometimes resisted in different 
ways by different policy actorsÕ (Brooks, 2012, p12). As such, any values enshrined in 
policy documentation will arrive at the micro setting having passed through a competitive 
matrix of other values. To focus purely on current policy would be to ignore the 
complexity of these processes; on the other hand, an exhaustive historical review of policy 
documentation is unfeasible. My aim here is to present a selection that highlights this 
complexity and give a ÒflavourÓ of the shifting values of higher education as enshrined in 
macro level documentation. I have focused on four documents: The Higher Education 
Academy Professional Standards Framework For Teaching and Supporting Learning 
(HEA, 2011, hereafter Professional Standards Framework); the Future of Higher 
Education White Paper (Department of Education, 2003); the Department for Business 
Innovation and SkillsÕ Higher Ambitions report (Department for Business Innovation and 
Skills, 2009) and the 1963 Robbins Report into higher education (Robbins, 1963). 
Comparison is also drawn with the Students at the Heart of the System White Paper (DBIS, 
2011) as reviewed by Brooks (2012). These have not been chosen on the basis of their 
direct pertinence to the focus of this study, but because together they offer an illuminating 
glimpse of the interplay of values occurring at the heart of higher education policymaking 
in the United Kingdom. An additional document, the revised Higher Education Academy 
Pedagogy For Employability report (HEA, 2012), has a more specific thematic focus and 
is reviewed separately below, and the impact of the Further and Higher Education Act 
1992 on the UK higher education sector, and its implications for higher popular music 
education, are discussed in Chapter 3. 
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While the Higher Education Academy claims on their website to be Ôa national [...] 
independent institutionÕ (HEA, 2014), it is interest-bound, being both in the service of and 
financially reliant upon the state; its products can therefore be treated as policy. The 
Professional Standards Framework was drawn up in response to a need identified by the 
Future of Higher Education White Paper of 2003 (DES, 2003), at the request and under the 
funding of the four UK higher education funding bodies. An earlier version was published 
in 2006, the updated version (reviewed here) in 2011. As its full title suggests it is 
specifically focussed towards teaching practice; however, it reveals some basic 
assumptions regarding the purpose of higher education. For example: 
At the heart of this framework is acknowledgement of the distinctive nature of teaching in 
higher education, respect for the autonomy of higher education institutions, and 
recognition of the sectorÕs understanding of quality enhancement for improving student 
learning. The framework recognises that the scholarly nature of subject inquiry and 
knowledge creation, and a scholarly approach to pedagogy, combine to represent a unique 
feature of support for student learning in higher education institutions (HEA, 2011, p.1) 
The report presupposes institutional autonomy to be a good thing (although it 
might be argued that this is at odds with the nature of a state-commissioned and funded 
framework for standardising teaching practice across the sector; Watson (2012) writes of 
frequent contradictions between the values espoused by government and the pressures they 
exert), and Ôquality enhancementÕ, ÔinquiryÕ, Ôknowledge creationÕ and Ôa scholarly 
approach to pedagogyÕ are also mentioned/espoused. None of these concepts is neutral or 
stable, but they are nominally consistent with the lexicon of academic values commonly 
found across policy documents of the last two decades. The document ends with a list of 
five Ôprofessional valuesÕ for higher education teaching: 
1 Respect for individual learners; 
2 Commitment to incorporating the process and outcomes of relevant research, 
scholarship and/or professional practice; 
3 Commitment to development of learning communities; 
4 Commitment to encouraging participation in higher education, acknowledging 
diversity and promoting equality of opportunity; 
5 Commitment to continuing professional development and evaluation of practice 
(HEA, 2011, p.3). 
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A lack of specificity, common in documents of this kind, renders these statements 
somewhat insipid and open to interpretation, but again they employ some common value 
terminology: ÔqualityÕ; ÔequalityÕ; ÔdiversityÕ; Ôcommunit[y]Õ. It is however the first and 
fifth values that stand out for hinting at accountability; the former through its explicit call 
for the individual learner, referred to elsewhere in the document as a ÔstakeholderÕ (HEA, 
2011, p.1), to be afforded respect (an ambiguous term), and the latter through its insistence 
on ÔevaluationÕ and professional development, which the Professional Standards 
Framework itself seeks to standardise through descriptor-based benchmarks, and which the 
Higher Education Academy formally accredits by way of professional development 
programmes. 
The Future of Higher Education White Paper (Department for Education, 2003) to 
which the Professional Standards Framework responds was a strategic review of UK 
higher education and a mission statement for its future, announcing the then New Labour 
governmentÕs strategy. In his foreword to the paper, the then Secretary of State for 
Education and Skills, Charles Clarke, sets out three challenges facing the sector. The first 
is to widen the reach of higher education to disadvantaged sectors of society; the third, to 
make the systems of funding support (mainly fee repayment mechanisms) fairer. This can 
be appended to the first. The second however is an economic imperative: 
We have to make better progress in harnessing knowledge to wealth creation. And that 
depends on giving universities the freedoms and resources to compete on the world stage. 
To back our world-class researchers with financial stability. To help turn ideas into 
successful businesses. To undo the years of under-investment that will result in our 
universities slipping back (DES, 2003). 
A heavy emphasis on economics is somewhat inevitable in a paper concerned with 
funding distribution. It is however the emphasis on global competition that is remarkable 
for denoting a shift in values from those enshrined in documents such as the Robbins 
Report of 1963 (see below). The urgent need to safeguard the Ôword-classnessÕ of UK 
higher education is a leitmotif written into every chapter of the paper, evidencing a state 
level preoccupation with global competition. 
The findings and proposals of the Future of Education White Paper can be collated 
into four overarching value themes: the market (maintaining world-classness and global 
competition); the social (social justice and widening access); the professional (rewarding 
ÔexcellenceÕ in teaching and research) and the vocational (promoting links with business 
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for the exchange of skills). Ideologically, the paper could be said to bear the hallmarks of 
what Delanty identifies as a Ôthird wayÕ (Delanty, 2003) that seeks to reconcile a 
commitment to competitive market principles with a social justice agenda (see below, 2.6 
Ideology and Higher Education). Watson (2012) offers a critique of the preoccupation 
within higher education with international competitiveness, suggesting that it can 
potentially work against the values governments claim to want higher education to 
embody. In particular, he suggests that focussing on the matrices used in international 
league tables risks subjugating some core values of higher education: 
What doesnÕt count in international league tables is: 
¥ Teaching quality ¥ Social mobility ¥ Services to business and the community ¥ Rural 
interests ¥ Other public services ¥ Collaboration ¥ The public interest 
What does count is - 
¥ Research ¥ Media interest ¥ Graduate destinations ¥ Infrastructure ¥ International 
ÒexecutiveÓ recruitment (Watson, 2012, pp.5-6). 
The Department for Business Innovation and SkillsÕ Higher Ambitions paper 
(DBIS, 2009) opens with a raft of statistics attesting to the world-classness of UK higher 
education, followed by a stark warning against complacency, and of the threat of decline. 
Again, the importance placed on global competitiveness is pronounced, as is the emphasis 
on economic aspects, though much of this discussion in this 2009 document is framed in 
the context of recovery from the financial crisis. Most of the findings and 
recommendations of the report can be collated into the same four themes of the market, the 
social, the professional and the vocational. However, despite the dominance of 
instrumentalist rationalisations, a greater focus is given to the cultural functions of 
universities than in the Future of Higher Education report. The following passage is a 
striking example: 
Universities have a vital role in our collective life, both shaping our communities and how 
we engage with the rest of Europe and the wider world. They play a huge role in our 
communities through the provision of cultural and sporting amenities and in passing on 
and preserving a set of shared societal values, including tolerance, freedom of expression 
and civic engagement. They have the capacity to provide intellectual leadership in our 
society, in areas such as the transition to a low carbon economy (DBIS, 2009, p.13). 
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The idea of universitiesÕ role in Ôpassing on and preservingÕ a set of Ôshared societal 
valuesÕ might read as anachronistic or anti-postmodernist, consistent with the sense of 
higher educationÕs moral obligation that Ball (2007) and others argue has been usurped by 
economic values. It is also uncharacteristic of neoliberal rhetoric; while policymakers are 
unlikely to deny educationÕs socio-moral role, this has arguably tended to be left on the 
periphery where economics and widening participation have taken centre stage. While still 
on the margins of the paperÕs discussion, the focus seen in the above passage is more 
redolent of statements of purpose from earlier decades than of the twenty-first century (see 
Robbins, 1963), and might be seen to hint at a rise in attention to non-economic academic 
values in the policy domain, which were less apparent in the Future of Higher Education 
report (DfE, 2003). However, in his address to the 2011 National Association for Music in 
Higher Education (NAMHE) conference, Professor Julian Johnson argued that the Higher 
Ambitions report includes Ôseveral conflictsÕ (NAMHE, 2011, p.1), such as those between 
acknowledgement of intrinsic cultural value on one hand, and assertions that vocational 
arts programmes needed to change on the other, and between seeking economic return 
from the arts and maintaining a depth of intellectual and cultural life. In any case, as 
BrooksÕ (2012) review (see above) of the Students at the Heart of the System (DBIS, 2011) 
white paper reveals, economic values were back at the core of the coalition governmentÕs 
2011 higher education policy literature. 
The Robbins Report (Robbins, 1963) is a document from a very different period in 
higher education, and led directly to the establishment of many new universities during and 
after the 1960s, and consequently to dramatic increases in higher education intake. It warns 
against reductive analyses of the aims of higher education: 
No answer in terms of any single end will suffice. Eclecticism in this sphere is not 
something to be despised: it is imposed by the circumstances of the case. To do justice to 
the complexity of things, it is necessary to acknowledge a plurality of aims (Robbins, 
1963, p.6). 
With this proviso, Robbins identifies four objectives essential to a balanced system 
of higher education, which are as follows: Ôinstruction in skills suitable to play a part in the 
division of labourÕ; Ôto promote the general powers of the mindÕ; Ôthe advancement of 
learningÕ and Ôthe transmission of a common culture and common standards of citizenshipÕ 
(Robbins, 1963, pp. 6-7). Set against more recent neoliberal and postmodern discourses 
(see below, 2.6 Ideology and Higher Education), the fourth objective sounds somewhat 
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outmoded, though as already suggested it chimes brightly with the above passage of the 
Higher Ambitions (2009) paper. The other three objectives are mainstays of the stated 
mission of higher education in the United Kingdom. However, it is significant that not one 
refers explicitly to economic growth or competitiveness; the first objective, the only 
strictly utilitarian one, foregrounds contribution to the labour system rather than the 
economy, as is the case with the later documents discussed above. 
That the Robbins Report, drawn up under a Conservative government, is markedly 
less economic growth-driven than the later documents, all but one (Students at the Heart of 
The System) of which were drawn up under a Labour government, may jar with normative 
understandings of ÒrightÓ and ÒleftÓ. A more important and useful temporal distinction can 
be made between a post-war, Welfare State-based approach to governance, and a later 
cross-party neoliberal approach rooted in a belief that market forces can be used to regulate 
the country and thus relieve the state of many of its responsibilities. Although the later 
neoliberal model is associated with its origins in the New Right of the 1970s, and with the 
Thatcher-led Conservative government, these two approaches cannot easily be ascribed to 
ÒrightÓ and ÒleftÓ, since governments across this notional divide have adopted and built 
upon each otherÕs strategies; Shore and Wright (1999) suggest that the Blair-led New 
Labour government extended the neoliberal project of previous Conservative governments, 
while Peden (2010) argues that prior to Thatcher, neoliberalism was slow to take hold 
because of the New RightÕs commitment to the idea of a Welfare State. It is arguably more 
helpful therefore to approach the value climate of higher education in terms of ideological 
phases stretching across incumbent governments, rather than ÒrightÓ and ÒleftÓ, but also to 
understand that the present climate is characterised by tensions between competing 
understandings of educational purpose. 
To summarise, the selection of policy documents analysed here reveals some 
differences in understanding of the values and purposes of higher education. Ranging from 
the pragmatically utilitarian to the culturally-edifying, these values must be understood as 
being at tension with each other in practice, where it is not a case of either/or but a 
question of degrees of emphasis between objectives: as Robbins notes, Ôthere is no single 
aim which, if pursued to the exclusion of all others, would not leave out essential elements 
(1963, p.6). The narrative of higher education in the United Kingdom has been shaped in 
large part by competition between emphases of instrumentalism versus intellectualism, of 
knowing what versus knowing how (Becher & Trowler, 2001) and, more recently, of 
marketisation and academisation and moral versus economic function. As a result, an array 
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of competing values, espoused, enshrined and implied, can be seen to populate official and 
academic discourse. These include: competitiveness; social justice; mobility; widening 
participation; access; world-class(ness); community; diversity; equality; employability; 
culture; prosperity; progression; excellence; quality; student-focus; autonomy; civic; 
accountability; efficiency and many others. Not one has autonomous meaning and all are 
contextually dependent on their usage and semantic clusters (Shore & Wright, 1999). 
Nonetheless, they comprise an analytically useful lexicon for unpacking and unpicking the 
value systems of higher educational settings. 
2.4 Employability 
The Pedagogy for Employability paper was first published in 2006 by the Higher 
Education Academy (HEA) and the Enhancing Student Employability Co-ordination Team 
(ESECT). A revised edition was published in 2012 which takes into account some policy 
and literature that has emerged in the interim, and the changes experienced in higher 
education following the 2008 financial crisis. As the paperÕs title implies, it is concerned 
with higher educationÕs relationship to the labour force, although the authors warn 
throughout against narrow interpretations of employability in terms of skills and attributes. 
A significant revision of the 2012 edition is the use of two definitions of employability in 
the interests of a ÔholisticÕ approach to the issue (the original edition only used the first of 
these). They are as follows: 
1 A set of achievements- skills, understandings and attributes- that makes graduates more likely 
to gain employment and be successful in their chosen occupations, which benefits themselves, 
the workforce, the community and the economy; 
2 Employability is more than about developing attributes, techniques or experience just to enable 
a student to get a job, or to progress within a current career. It is about learning and the 
emphasis is less on ÔemployÕ and more on ÔabilityÕ. In essence, the emphasis is on developing 
critical, reflective abilities, with a view to empowering and enhancing the learner (HEA, 2012, 
p.1). 
 
While employability might be argued to be a value unto itself, these definitions encompass 
many value-laden terms: ÔsuccessÕ, ÔcommunityÕ, ÔprogressÕ, ÔabilityÕ, Ôcritical[ity]Õ, 
Ôreflexiv[ity]Õ, Ôempower[ment]Õ and Ôenhanc[ement]Õ. Employability can be regarded 
therefore as an ambiguous concept that means different things, to different people, in 
different contexts. 
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The authors identify as a common policy theme the urgency of ensuring that 
graduates can contribute to economic growth in new business environments and in a 
locally, nationally and globally competitive labour market (HEA, 2012), and also note that 
conceptions of employability are usually placed within a Ôrather uncritical understanding of 
the knowledge economy and potential future graduate opportunitiesÕ (HEA, 2012, p.6). 
They argue that the desire for quantifiable results has led to employabilityÑ a multifaceted 
conceptÑ being confused with ÔemploymentÕ, which is more easily measured with 
statistical data such as those generated by the Higher Education Statistics Agency 
(HESA)Õs leaver destination survey (DLHE). Also linked in the report to the current focus 
on employability are skills ÔauditingÕ systems (such as professional development planning 
(PDP)), student attainment records that record Ôadded valueÕ achievement (such as the 
higher education attainment record (HEAR)) and standardising frameworks such as the 
Quality Assurance Agency (QAA)Õs subject benchmarks. As is discussed below, all of 
these are arguably instruments for accountability, the growing trend for which has been 
linked by some to neoliberal meta-policy (Brooks, 2012; Shore & Wright, 1999; see 
below, 2.6 Ideology and Higher Education). 
The report suggests that increases in tuition fees, a reliance on loans and 
competition for employment have made employability a dominant concern among 
students. This implies a transactional, benefit/sacrifice conception of student value (see 
Kalafatis & Ledden, 2012; Woodall et al, 2012). Watson (2012) however cautions against 
taking this for granted: 
The public discourse is heavily dominated at present by a perception [that] what counts is 
ÒemployabilityÓ (even more than ÒemploymentÓ) and whether or not students are prepared 
for it. Meanwhile students themselves confound expectation further: not just in choice of 
subject of study, but by delaying their entry into the job market [...] by being much less 
spooked about debt than their parents (Surowieki, 2011), by returning to volunteering [...] 
and by reviving student-led political activism. ( p.7). 
Employability has now become an ÔofficialÕ criterion; following a letter from Sir 
Alan Langland, Chief Executive of the Higher Education Funding Council for England 
(HEFCE) in June 2010 (Langland, 2010), all funded HEIs in England have been required 
to compose an Ôemployability statementÕ, published on their website and linked to the 
Unistats and UCAS websites (the employability statements for the Institution A, Institution 
C and Institution D are all covered within my case studies and treated as documentary data 
(Institution B, a private institution, was not bound by this requirement)). Given that the 
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term ÔemployabilityÕ has been appropriated in such a way, its use in such contexts must be 
approached as enshrining the values and agenda of government (although as already 
discussed, the ambiguity of the term is such that it might be understood in different ways 
by different people). In academic research literature usage of the term is less common, 
except where used in critiques of policy that employs the term (for example, Beaty, 2006; 
Henry et al., 2001, Smith, 2013). Discussion of issues associated with ÔemployabilityÕ is 
not uncommon however. For example, Harland and Pickering (2011) discuss a trend 
towards narrow vocationalism and professional values in higher education, Becher and 
Trowler (2001) discuss the shift in emphasis within disciplines towards applied, vocational 
knowledge (discussed later in this chapter), and issues relating to studentsÕ preparation for 
professional life are discussed widely within discipline-specific literature (for example, in 
music, Cloonan & Hulstedt 2012; Gaunt & Papageorgi 2010, Smith, 2013). 
Given that much discussion of ÔemployabilityÕ is framed within the context of 
student choice (HEA, 2012; HEFCE, 2010), ÔemployabilityÕ can be seen as pertinent to 
transactional, benefit/sacrifice conceptions of student (as-customer) value (such as those 
of Kalafatis & Ledden, 2012, and Woodall et al., 2012; and in particular to the ÔfunctionalÕ 
and ÔepistemicÕ value dimensions used by Kalafatis and Ledden (p.7)), as well as to 
principle values concerning the intrinsic value and purpose of education, which are often 
apportioned to ideological positions (Ball, 2007; Barnett, 2003; Beatty, 2006; Harland & 
Pickering, 2011; Henry et al., 2001). 
2.5 Student-Centredness 
Calls for the student, or learner, to be given a more prominent role in the 
educational setting are a common feature of educational discourse, and terms such as 
Ôstudent-centredÕ (Buswell & Becket, 2009; Jones, 2007) and Ôstudent voiceÕ (Czerniawski 
& Kidd, 2011) are frequently used. In relation to student voice, Czerniawski and Kidd 
(2011) identify two parallel discourses; one which champions it as a driver of democratic 
pedagogy, and another which casts it as an insidious term used to justify a neoliberal 
agenda of customer-focused performativity. Meanwhile, the obsession with learner-
centredness has been critiqued by Boud (2006), among others. That higher education 
should be focused on the learner has, according to Boud, Ôbecome an unquestioned mantraÕ 
(Boud, 2006, p.20), despite the fact that Ôlearner-centredÕ is understood in myriad different 
ways. Collapsing these different understandings together is, Boud suggests, a mistake, and 
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has resulted in the term losing much of its value (Boud, 2006). Boud also argues that 
Ôlearner-centredÕ is largely a reactionary term, conceived as an overthrow of the previously 
too-focused-upon teacher, and that the notion of a Ôvying of position between teachers and 
learnersÕ (Boud, 2006, p.29) is both inappropriate and a distraction away from other 
concerns such as the overall learning environment. Writing in epistemological terms, 
Delanty (2003) alludes to student-centredness having caused a fall in the quality of 
curricula, contending that in the Ôage of student choiceÕ low culture has been allowed to 
ÔinvadeÕ the academic space and knowledge has become unreliable as a result (Delanty, 
2003, p.80). Watson (2012) however is more sanguine about the growing student role, 
arguing that students have always exercised control of higher education through demand: 
Look at the ways in which student demand led the systems of the ÒdevelopedÓ world 
towards meeting the needs of the cultural, creative and service economies. Their ICT 
requirements (where they are normally ahead of their teachers) compound this. The UK 
system provides ample evidence of how (despite political voices to the contrary) a market 
does exist. Indeed student choices Ð of subjects, of institutions, and of mode of study Ð 
could be said very substantially to have moulded the system as we have it today. (Watson, 
2012, p.6) 
and that responding to this demand with more flexibility and faith will help Ômend the 
systemÕ (p.6). More formally, involvement of students in processes such as QAA 
institutional audits indicates that at policy level a greater value is being placed on studentsÕ 
expectations of higher education. 
Within literature, student-centredness has ironically but inevitably been explored 
and advocated in the main by academics and policymakers rather than students themselves. 
However, in 2009 the QAA published a series of Òthink piecesÓ themed around the student 
role in higher education which unpick the various descriptions of students as ÔconsumersÕ, 
Ôactive participantsÕ, Ôco-producersÕ, ÔpartnersÕ, a Ôcommunity of learningÕ and 
ÔapprenticesÕ (Streeting & Wise, 2009, p.2). One of these pieces is written by 
representatives of the National Union of Students (NUS), who assert that the Ôstudent as 
consumer modelÕ (Streeting & Wise, 2009, p.2), a symptom of market approaches to 
higher education, is becoming most prevalent. The aim of this model, the authors argue, is 
to apply the principles of choice and customer satisfaction to higher education (see earlier 
discussion of Kalafatis and Ledden (2012) and Woodall et al. (2012)). It invites value-for-
money judgements from students, and calls for HEIs Ôto respond to both studentsÕ 
demands, as individual learners, and indeed student demand, in aggregate, in a constantly 
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evolving marketÕ (Streeting & Wise, 2009, p.2, their emphasis). Streeting and Wise (2009) 
believe that this model destabilises the system of higher education, and lean towards 
McCullochÕs (2009) suggestion that students be seen instead as Ôco-producers, essential 
partners in the production of the knowledge and skills that form the intended learning 
outcomes of their programmesÕ (Streeting & Wise, 2009, p.2). They suggest that while this 
happens inevitably at the level of the individual learner, an understanding of Ôstudent as co-
producerÕ should be broadened to encompass student involvement in collective decision-
making regarding curriculum design and the learning environment, and an increased role 
for studentsÕ unions and course representatives in institutional policymaking (Streeting & 
Wise, 2009). 
The discourse of student-centredness is pertinent to this study, since it permeates 
the field of higher education and contributes to the values climate within which institutions 
must operate. As demonstrated by the literature reviewed above, different constructions of 
the student have been attributed to different visions of (and approaches to) the function and 
purpose of higher education, and as suggested by Brooks (2012), Boud (2008), Streeting 
and Wise (2009) and others, impact upon the practice of higher education. Moreover, 
increasing focus on student perspectives, as illustrated across much of the literature 
reviewed so far, suggests that student influence over the values and culture of higher 
education is in the ascendency. 
2.6 Ideology and Higher Education 
Values in higher education are often apportioned to ideologies. In some cases 
(Barnett, 2003; Delanty, 2003; Harland & Pickering, 2011; Henry et al., 2001; Shore & 
Wright, 1999) specific ideologies, such as neoliberalism, are identified, whereas elsewhere 
(such as by Skelton, 2012) the term ÔideologyÕ is used in a less harnessed way to refer to an 
unnamed system of values. Common to both however is an understanding of the term 
ÔideologyÕ as connoting a source of foundational values underpinning higher education. 
Higher education is never ideologically neutral (Harland & Pickering, 2011), and 
the ideological assumptions of institutions, disciplines and departments inform the values 
that are enacted therein. Delanty (2003) identifies three dominant ideologies that exert their 
influence on twenty-first century higher education practice: postmodernism, neoliberalism 
and third-wayism. I have used DelantyÕs (2003) paper as a framework for reviewing some 
literature relating to these. 
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Delanty (2003) asserts that the ideal of the Western university, as it emerged from 
the eighteenth century enlightenment, was buoyed by a vision of a society led by 
knowledge producers, secular Ômen of learningÕ (Delanty, 2003, p.72) who had wrested 
authority over knowledge from the church. In the industrial period from the late nineteenth 
century to the mid-twentieth century this ideal was undermined by the emergence of 
professional society, and an instrumentalist conception of knowledge bound to the training 
and accreditation of professions came to predominate (Collins, 1979, cited in Delanty, 
2003). In the latter half of the twentieth century, sociologists heralded a new post-industrial 
epoch of services over industry in which professional society gave way to information 
society, broadly summarised by Delanty (2003) as being driven by communication and 
information technology, and less defined by national parameters. Therefore while 
knowledge has fed the systems of society for centuries, the values of those societal systems 
have in turn affected societyÕs conception of knowledge. Delanty identifies contemporary 
reality as a Ôknowledge society...[where] knowledge is taking more and more public formsÕ 
(Delanty, 2003, p.72) but warns that in contemporary discourses the term Ôknowledge 
societyÕ implies a raft of ideological assumptions ultimately traceable to the ideologies of 
postmodernism and neoliberalism, and which are at their most apparent in contemporary 
higher education. 
2.6.1 Postmodernism 
Barnett (1999) stresses the difference between post-modernity- a neutral, non-
ideological term that refers to the condition of a new world order- and the unhyphenated 
terms ÔpostmodernÕ and ÔpostmodernismÕ, which he suggests are value terms used to 
positively endorse Ôfragmentation [and a] lack of foundations and opennessÕ (Barnett, 
1999, pp.4-5). In BarnettÕs usage then, postmodernism is an ideological strategy for 
survival in the post-modern world. Delanty (2003) concedes that postmodernism is not an 
ideology in the normal sense, and indeed might even be considered antithetical to ideology 
since it negates the validity of foundational principles. However, he argues for it to be 
treated as such since it Ôhas exerted some of the main features of ideology in offering a 
comprehensive interpretation of modern society in its current formationÕ (Delanty, 2003, 
pp.73-74). In the case of higher education, Delanty (2003) suggests that the postmodern 
view of culture as essentially meaningless and all-encompassing has been adapted by new 
academic discourses that give Ôintellectual legitimation to relativismÕ (p.74). Moreover 
postmodernism has for Delanty (2003) blurred the modernist distinction between 
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knowledge and opinion, a distinction which has justified the existence of an intellectual 
class and supported the very notion of academic expertise. Henry et al. (2001) also suggest 
that the epistemological relativism of postmodernism has Ôlegitimate(d ) a cynicism vis a 
vis claims to universalist truth in favour of a smorgasbord of valuesÕ (p.160) which, amidst 
a growing neoliberal trend for performance accountability, risks Ôconfusing means with 
ends [and] style with substanceÕ (p.159). Usher (2009) too identifies a breaking down of 
parameters for what is considered educationally appropriate knowledge, which in the 
postmodern moment is Ôbased on multiple realities and the multiplicity of experience [and 
is] neither canonical nor hierarchicalÕ (p.173). 
In terms of curricula, the postmodernist blowing open of the study-worthy domain 
has, Delanty (2003) argues, ushered in an ideology of multiplicity which is exemplified by 
modular curricula, the module being a unit of education Ôdesigned, packaged and 
consumed by student demandÕ (p.74), while in terms of pedagogy, Usher (2009) suggests 
that the Ôpostmodern sensibilityÕ (p.171) is manifest in the notion of experiential learning: 
Pedagogically, experiential learning, sitting comfortably within the postmodern, gains an 
increasingly privileged place as the means by which desire is cultivated and identity 
formed. (Usher, 2009, p.171) 
In summary, postmodernism has according to the above writers problematised the 
notions of a value hierarchy and expertise, lateralised the epistemic terrain, and led to 
pedagogy and curricula that privilege student demand (or for Usher (2009) ÔdesireÕ 
(p.171)) and experience over foundational values. 
2.6.2 Neoliberalism 
Neoliberalism is a more straightforwardly ideological phenomenon that entrusts 
societal progression to market forces. The foundational principles of neoliberalism 
correspond to market principles, and include efficiency, structural centralisation (Delanty, 
2003), consumer choice and economies of scale. Delanty (2003) identifies a Fordist 
massification of higher education as the principal effect of neoliberalism. 
Harland and Pickering (2011) argue that the increased dominance of neoliberal 
thinking in higher education has eroded the autonomy previously afforded to academics, 
who are Ôno longer the trusted professionals of old and are now managed more closely 
using the neoliberal technology of accountabilityÕ (p.7), but that the force of neoliberalism 
has met such little resistance within the academic community that Ôit may seem that 
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academics uncritically surrendered their academic freedom as they continued to be driven 
down a path towards economic activity, market-driven ideology and more state controlÕ 
(p.7). According to Shore and Wright (1999), this state control is made less visible in the 
United Kingdom by the existence of seemingly disassociated intermediary bodies, which 
are usually acronymous (such as QAA, HEA, HEFCE, etc), and which monitor and 
regulate the sector on the stateÕs behalf via subtly coercive audit systems. These audit 
systems, couched in the language of ÔempowermentÕ and ÔqualityÕ, are to Shore and Wright 
types of what Foucault terms political technologies (Foucault, 1991, cited in Shore & 
Wright, 1999) that discipline professional domains, and the individuals within them, 
according to government priorities. Pointing out auditingÕs origins in financial accounting, 
they assert that under the ideology of neoliberalism the audit has been Ôreleased from its 
traditional mooringsÕ and applied to Ôvirtually every field of modern lifeÕ (Shore & Wright, 
1999, p.558). Its financial associations remain however, such that, according to Shore and 
Wright (1999), audits measuring such things as ÔqualityÕ and ÔeffectivenessÕ in areas of 
higher education are ultimately designed to support the governmentÕs ideology of 
governance by market principles. Furthermore, they argue that the coercive power of audits 
lies in the threat and consequences of failure, which are such that individuals reconfigure 
their own priorities towards the objective of survival, enacting Ôtechnologies of the selfÕ 
(Shore & Wright, 1999, p.560) that support the status quo from within. Like Harland and 
Pickering (2011), Jackson (2006) writes of the detrimental effects of economic priorities, 
accountability systems and the resulting conservatism on academic life. While he makes no 
explicit reference to neoliberalism, when considered in terms of Shore and WrightÕs theory 
of political technologies the phenomena he identifies might all appear symptomatic of the 
same Ôcoercive neoliberal governmentalityÕ (Shore & Wright, 1999, citing Foucault, 1991): 
The constant pressure for greater efficiency and cost effectiveness, increasing levels of 
personal accountability, quality assurance and peer review systems that favour 
conservatism, and resistance in colleagues to anything that involves doing things 
differently, are just a few of the things that can inhibit our individual and collective 
creativity (Jackson, 2006, p.7) 
Likewise Becher and Trowler (2001), without specific reference to neoliberalism, 
acknowledge 'a fundamental conflict between quality audits and entrepreneurial pressures 
on the one hand and academic norms and values on the other.' (p.160).  Winter (2009) 
identifies 'identity schisms' (p.127) among academic staff resulting from the 'clash of 
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values between traditional academic cultures and the modernising corporate cultures of 
higher education' (p.127), and argues that 'the ideology of market-based rationality is so 
strong that for many academics any deviation from such a norm of work is considered 
fanciful, steeped in a bygone age, or insular and ignorant of the competitive and financial 
realities facing universities today' (p.123).  
Henry et al. (2001) suggest that the renewed concern with employability is itself 
symptomatic of attempts to address social and economic disparity in a local (as opposed to 
global) context without diverting from the fundamental tenets of neoliberalismÑ an 
attempt at compromise that Delanty (2003) identifies as Ôthird-wayismÕ (p.79, discussed 
below). Elsewhere they argue that a dominant neoliberal ideology, in combination with 
globalisation, has led governments to adopt a Ômeta-policyÕ (Henry et al., 2001, p.30) of 
prioritising economic competitiveness, which should be seen as framing all discussion 
relating to educational policy. 
2.6.3 Third-wayism 
Delanty (2003) uses the term Ôthird wayismÕ to denote a via media between 
neoliberal ideology on the one hand and the idea of state responsibility and a basic 
commitment to welfare on the other. The term Ôthird wayÕ was coined by Mannheim but 
the concept was chiefly developed by Giddens (1998). According to Delanty (2003), two 
central beliefs of this new Ôthird wayÕ are that developments in the knowledge economy are 
generally positive and that access to this knowledge is ÔempoweringÕ. Delanty (2003) 
regards third-wayism as being caught in a basic contradiction, which it seeks (but 
ultimately fails) to overcome with postmodern value terms such as ÔinclusionÕ, which are 
devoid of autonomous meaning and make sense 'only in relation to something else and, 
above all, in the elision of a clear reference. [É] The third way can be defined only by 
reference to that which it is not.' (Delanty, 2003, p.79) Others have written, within different 
specific foci, of this basic contradiction of values in higher education (Barnett, 2005; 
Barnett & Coate, 2005; Becher & Trowler, 2001; Mann, 2008). Mann (2008), though she 
does not refer explicitly to third-wayism, identifies the emerging language of contradiction 
borne in the space between economic and social justice agendas: 
Competing discourses, and purposes, between those of ÔaccessÕ, Ôwidening participationÕ, 
ÔinclusionÕ, ÔdiversityÕ, ÔcollegialityÕ, ÔinquiryÕ, ÔenhancementÕ and those of ÔmarketÕ, 
ÔefficiencyÕ, ÔperformanceÕ, ÔenterpriseÕ, ÔemployabilityÕ express the tensions between a 
social justice agenda and economic and managerial imperatives (Mann, 2008, p.1) 
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To summarise, third-wayism seeks to accommodate both neoliberal market 
principles and moral imperatives associated with social justice. Delanty (2003), Mann 
(2008) and others have argued however that these values are not easily reconciled, and can 
lead to tensions regarding the purpose of higher education. 
2.7 Institutional Culture 
Institutional culture is an ambiguous concept, owing to the ambiguity of the words 
ÔinstitutionÕ and ÔcultureÕ. ÔInstitutionÕ is problematic in higher education because of the 
multilayered nature of the sector, where departments operate within faculties, within 
schools and sometimes within institutes and so on, and where partnerships with external 
entities such as validating partners, professional accreditation bodies and private enterprise 
are common. Within this study, the categories of micro, meso and macro (derived from 
Skelton (2012)) offer a useful framework for ordering these structures into broad domains, 
though it must be remembered that this framework is deliberately reductive; that the reality 
is more complex and that the domains are porous. Meso is taken within this study to denote 
the domain beyond the immediate bounds of the programme (that is, its students, 
curriculum, staff, resources and pedagogy) but within the perimeter of the self-governing 
institution (the university, or in Institution BÕs case, the Institute). However, relationships 
such as that between Institution B and its validating partner university, or between the 
Institution D and its accrediting partner Creative Skillset, are treated as lateral in this study 
on the bases that they are negotiated by choice and actively sought, and are thus also 
accounted for in the meso category. Thus while the term ÔmesoÕ to a large extent conforms 
to normative understandings of the term ÔinstitutionÕ, it is chosen here for its being more 
flexible and accommodating than the latter term. Nonetheless, it is important here to 
consider concepts of Ôinstitutional cultureÕ since research in this area is pertinent to the 
study of values in higher education. 
J¿rgensen notes that terms such as ÔclimateÕ, ÔethosÕ, ÔatmosphereÕ, ÔcharacterÕ and 
ÔtoneÕ (J¿rgensen, 2009, p.32) are often used interchangeably, with the consequence that 
ÔcultureÕ is construed as meaning different things. He presents two definitions of 
institutional culture in higher education, those of Kuh and Hall (1993) and Schein (1985) 
that he considers useful for their accounting for the termÕs inherent multifariousness. Kuh 
and Hall (1993)Õs definition is as follows: 
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[Higher education institutional] culture is viewed as the collective, mutually shaping 
patterns of institutional history, mission, physical setting, norms, traditions, values, 
practices, beliefs and assumptions which guide the behaviour of individuals and groups in 
an institution of higher education and which provide frames of reference for interpreting 
the meanings of events and actions on and off campus (Kuh & Hall, 1993
4
, quoted in 
J¿rgensen, 2009, p32, my emphasis) 
This study treats value(s) as preceding many of the features of institutional culture 
identified here by Kuh and Hall (as do others, notably Harland & Pickering (2011) and 
Smith, (2012)), but this definition is helpful as it presents the values of an educational 
setting as being an integral aspect of its Ôframes of referenceÕ (Kuh & Hall, 1993, quoted in 
J¿rgensen, 2009, p32) against which actions can be understood. ScheinÕs definition is also 
relevant: 
[Institutional culture comprises, in order of tangibility]: 
1 Artefacts, i.e. visible organisational structures and processes; 
2 Espoused values, i.e. strategies, goals, philosophies;  
3 Basic assumptions, i.e. unconscious, taken for granted beliefs, perceptions, thoughts and 
feelings. (J¿rgensen, 2009, p32, summarizing Schein, 1985, pp.1-14). 
 
These levels conform to my understanding of how and from where values in higher 
education settings derive, and to my methodological approaches; semi-structured 
interviews are particularly suited to drawing out the kinds of tacit information described in 
ScheinÕs (1985) third level. Given that institutions construct themselves in part through the 
documentation they produce (Atkinson & Coffey, 2011) documentary analysis is an 
essential instrument for addressing the first and second. 
J¿rgensenÕs (2009) own focus is higher music education, and he gives an overview 
of some studies that, while not employing the precise term Ôinstitutional cultureÕ, have 
approached music conservatoires as holistic entities with dominant Ôviews, values and 
practicesÕ (J¿rgensen, 2009, p.33) functioning together as cultural systems. Two, by 
Kingsbury (1988) and Nettl (1995) are ethnographic in design. Focusing on one music 
conservatory, Kingsbury examines the dominant views regarding the concepts of talent, 
authenticity, musicality and music (Kingsbury, 1988). Significantly, he abstracts his study 
of the institution outwards to a broader consideration of Western art music functioning as a 




Frustratingly J¿rgensen (2009) does not provide page references for quotations. While I was able to 
access all the other source texts he reviews in the British Library, I was unable to locate Kuh and Hall 
(1993), and am thus unable to provide a page number for this quotation.  
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cultural system with value hierarchies, roles, and integrated ethical and aesthetic codes. 
Nettl's (1995) study is longitudinal and multiple-case, and takes as its unit of analysis 
university schools of music across the mid-Western United States, condensed into one 
fictional institution, Heartland University. Nettl (1995) asserts that an ethnographic 
/ethnomusicological approach allows him to Ôcomprehend the musical culture through a 
microcosm [and] look [...] at the familiar as if one were an outsiderÕ (p.2). He argues that 
ethnomusicologists have, at his time of writing, only recently approached Western classical 
music, the Ôlast bastion of unstudied musical cultureÕ (p.2). His research questions are 
targeted towards understanding the relationship between Ôthe Music BuildingÕ, its 
Ôrepertory as centred on a canonÕ and the Ôgreat composers who rule the society of the 
Music BuildingÕ (p.12). He writes of his colleaguesÕ unease with his project, despite its 
being entirely within the methodological conventions of ethnomusicology. 
Of particular interest to this study is NettlÕs (1995) observation that both Ôliving 
and deceased participateÕ (p.2) in classical conservatory culture, his apportioning of the 
status of gods to Mozart and Beethoven and his analogy of conservatoires as Ôreligious 
systemsÕ (p.40) replete with sacred texts and rituals, the latter being redolent of TaggÕs 
(2000) likening of classical repertoire to liturgical practice. Nettl (1995) concludes that the 
centrality of this repertoire/canon in conservatory culture, and the authority it holds over 
the values of mid-Western US university music departments, is such that other musics are 
deemed to be less valuable. NettlÕs (1995) research therefore suggests that canon can be 
crucial to the construction of music institutionsÕ values. 
Also of relevance is NettlÕs (1995) claim that the artefacts, structures and tensions 
of education become enmeshed with those of the discipline (art music) within the 
conservatoire, as actors position themselves according to oppositional binary identities that 
derive from education (teachers/students, teachers/administrators), from music 
(strings/brass, singers/instrumentalists) and from the nexus of the two 
(academics/performers) (Nettl, 1995). It therefore supports my proposition that values 
relating to the discipline and those relating to education are interactive. Furthermore, Nettl 
(1995) claims that the tensions existing in the conservatoire setting correspond to 
American societal characteristics, which might support a hypothesis of a downward, 
macro-meso (-micro) bleed of social norms and values. 
A final study reviewed by J¿rgensen is by Turner (2004), who uses semiotic 
analysis to identify the dominant values implicit in music department websites across the 
United States, coding photographic images according to content and then quantifying 
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features with a percentage share. The findings indicate that while around 40% of music 
students in his sample of departments were music education majors, photographs involving 
music education accounted for less than one percent of the photographs displayed, 
revealing disparity between the reality of practice within institutions and their outwardly-
projected image. This suggests that the internal reality of institutional culture can be 
markedly different from its outwardly-projected values. Such a quantitative approach is 
inappropriate in a small, multiple-case study such as this, but qualitative semiotic analysis 
approaches are employed, and images and other visual elements (such as institutional 
appearance, recorded in field notes) are approached as potentially indicative of institutional 
values. 
Papageorgi et al.Õs (2010a) mixed-method (questionnaire, focus group, case-study 
interview), multiple-case study seeks to understand the relationship between institutional 
culture (the term is used explicitly) and studentsÕ approaches to learning and performance. 
Every institution, they assert, has a Ôprevailing ethosÕ (Papageorgi et al., 2010a, p.153) 
and Ôpredominant culture representing the quality and way of life within the institution 
and the conduct of the institution itselfÕ (Papageorgi et al., 2010a, p.151). They review a 
number of studies that investigate this prevailing culture. Among these, Bliss and 
Sandiford (2004) draw a distinction between student culture, which encompasses 
characteristics of studentsÕ communitiesÑ socioeconomic, ethnic, and so onÑ and the 
beliefs and values of those communities, and institutional culture, which comprises the 
values and beliefs manifested in institutional priorities, curricula and policies. Their 
observation that students are affected by cultural factors both within and external to the 
institution is useful, although it perhaps underplays the role of students as active agents of 
institutional culture. 
Papageorgi et al.Õs (2010a; 2010b) research focuses on three purposively chosen 
institutions: a classical and Scottish-traditional conservatoire, a popular/jazz music college 
and a university music department (it is significant that the university department is 
conceived of as the institution, and not the university, and thus the possibility of wider 
institutional culture is not investigated) and proceeds from the hypothesis that differences 
across types of institution, genre affiliations and curriculum foci result in differences in 
institutional culture, and consequently in learning contexts and experiences. Among their 
findings are that locale was a factor of institutional culture, and for Scottish traditional 
students in particular it related to national identity (Scottishness); that some students within 
the university department had a holistic understanding of their identity as musicians which 
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incorporated educational work, whereas a stronger performing identity was identified at the 
conservatory, and that teaching activity was a source of anxiety for popular and jazz 
musicians. 
J¿rgensen (2009) notes that investigations into institutional culture can point to 
Ôwhat really mattersÕ and Ôthe dominant values of the institutions studiedÕ (p.33), but 
asserts that the research output focusing on institutional culture is startlingly small and can 
therefore Ôhardly be expected to make a significant impact on institutional policy and 
efforts towards development and changeÕ (J¿rgensen, 2009, p.34). More research is clearly 
needed, and although the present study is explicitly concerned with values as opposed to 
culture, it nonetheless contributes substantially to this research base. 
2.8 Disciplinary Values 
Just as institutions have their cultures, values and practices, there are as Skelton 
(2012) suggests values associated with Ôdisciplinary tribesÕ (p.259). Defining precisely 
what is meant by Ôacademic disciplineÕ is difficult however, given both the internal breadth 
of some disciplines and the increasing interdisciplinarity of higher education generally. 
However, Becher and Trowler (2001) note that despite this difficulty, disciplinarity is 
understood tacitly within academic communities, and that academics hold clear opinions 
regarding their disciplinary situation and the relative academic validity of other disciplines. 
Becher and TrowlerÕs (2001) book offers an in-depth discussion of academic 
disciplines and their attendant values, and through literature review the authors chart how 
understandings of disciplinary culture have developed over time (specifically between 
1989, when BecherÕs first edition was published, and 2001). They suggest that while older 
literature tends to maintain a view that Ôparticular kinds of people choose certain 
disciplinesÕ (Becher & Trowler, 2001, p.131), later literature sees individuals becoming 
particular kinds of people as a result of inhabiting a disciplinary cultureÑ what they term 
the disciplinary socialization argument (Becher & Trowler, 2001). They identify in later 
literature a dominant Ôsituationally contingentÕ (Becher & Trowler, 2001, p.42) 
understanding of academic disciplines as being responsive to (among other variables) Ôthe 
changing nature of knowledge domains over timeÕ (Becher & Trowler, 2001, p.43). 
Furthermore, drawing on Rothblatt (1985, cited in Becher & Trowler, 2001) and Gibbons 
(1985, cited in Becher & Trowler, 2001)) they point to a tension between intrinsic 
considerations, which relate to how the discipline has been internally constructed by its 
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participants, and extrinsic considerations relating to societyÕs demand for and expectations 
of the discipline. They identify as an extrinsic pressure what Elzinga (1985) terms 
epistemic drift in UK and US policy towards Ôa utilitarian [...] Ôknowing howÕ rather than 
Ôknowing whatÕÕ (Becher & Trowler, 2001, p.166). Related to this, the authors identify 
three Ômodes of genesisÕ (Becher & Trowler, 2001, p.171) in academic disciplines: internal 
genesis, where a discipline develops from a specialism within another discipline that 
becomes increasingly independent; external genesis, where the academy responds to 
demand from outside; and, developed from Blume (1985), external stimulation, which 
involves the reorganisation of existing disciplines, and the establishment of new Ôproblem 
hierarchiesÕ (Becher & Trowler, 2001, p.171) in response to a newly perceived social 
utility for certain knowledge. Each of these modes affects the values of the resulting 
discipline, although there is also significant variation within modes (Becher & Trowler, 
2001). For example, in disciplines with an external genesis, Becher and Kogan (1992) 
identify a high level of market responsiveness in vocational courses such as accounting, 
while Blume (1985) identifies in engineering a gradual intellectualising shift away from its 
original practical emphases towards more theoretical curricula and higher academic entry 
requirements for programmes. 
Becher and Trowler consider the epistemic characteristics of disciplinary subject 
matter, and adapting Kolb (1981) suggest four quadrants into which academic disciplines 
might be collated: Hard-Pure; Hard-Applied; Soft-Pure; Soft-Applied. ÔHardÕ is broadly 
synonymous with science, ÔsoftÕ with humanities and social sciences. It is interesting to 
consider a field such as popular music studies, which as Hesmondhalgh and Negus (2002) 
and others suggest is highly interdisciplinary, in light of these quadrants. Of the four, 
arguably only ÔHard-PureÕ (pure, non-applied science) can be eliminated from 
consideration; each of the others might accommodate at least an aspect of popular music 
studies. 
Becher and Trowler (2001) offer summaries of the characteristics for each 
quadrant, and it is useful to reproduce them here:  
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Table 1. Becher and TrowlerÕs ÔKnowledge and Disciplinary Grouping  (Source: Becher 
& Trowler, 2001, p.36, adapted from Becher, 1994) 
Disciplinary grouping  Nature of knowledge 
Pure sciences (e.g. Physics): ÔHard-PureÕ Cumulative; atomistic (crystalline/tree-like); concerned 
with universals; quantities, simplification; impersonal; 
value-free; clear criteria for knowledge verification and 
obsolescence; consensus over significant questions to 
address [...]; results in discovery/explanation.  
Humanities (e.g. History) and pure social 
sciences (e.g. anthropology): ÔSoft-PureÕ 
Reiterative; holistic [...]; concerned with particulars, 
qualities, complication; personal, value-laden; dispute over 
criteria for knowledge verification and obsolescence; lack 
of consensus over significant questions to address; results 
in understanding/interpretation.  
Technologies (e.g. mechanical engineering, 
clinical medicine): ÔHard-AppliedÕ 
Purposive; pragmatic (know-how via hard knowledge); 
concerned with mastery of physical environment; applies 
heuristic approaches; uses both qualitative and quantitative 
approaches; criteria for judgement are purposive; 
functional; results in products/techniques.  
Applied social science (e.g. education, law, 
social administration): ÔSoft-AppliedÕ 
Functional; Utilitarian (know-how via soft knowledge); 
concerned with enhancement of [semi-] professional 
practice; uses case studies and case law to a large extent; 
results in protocols/procedures.  
 
While many of these characteristics might not appear, prima facie, particularly 
relevant to undergraduate taught provision (as opposed to ÒhigherÓ academic practice such 
as research) the table nonetheless illustrates some oppositional epistemic positions across 
quadrants, suggesting potential epistemic tension in disciplines such as popular music 
studies which cannot straightforwardly be apportioned to one quadrant alone. It is 
important to note also the omission of the arts as a distinct disciplinary grouping from this 
categorisation (they are presumably conflated into the humanities). 
The majority of literature reviewed by Becher and Trowler (2001), and indeed their 
own study, is academician-centric, in that it focusses overwhelmingly on the experiences 
and impact of academics within disciplines. Discussing higher education culture as a whole 
(as opposed to that of disciplines within), Becher and Trowler reproduce ClarkÕs (1983) 
Ôcontinua of influenceÕ (figure 1), noting that in the intervening years UK higher education 
has moved towards the ÔmarketÕ point of the triangle. It is significant to note that ÔmarketÕ 
is understood by Becher and Trowler (2001) in terms of ÔÔcustomersÕ: students, employers 
and the government acting as a core buyerÕ (p.8, citing Dill & Sporn, 1995). Students are 
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thus reduced here to a contributing element of market demand, as opposed to a more 
multifaceted force of influence on higher education. 
 
Figure 1. ClarkÕs continua of influence over higher education  (Clarke, 1983, p.143; Cited 
in Becher & Trowler, 2001, p.9) 
Elsewhere however, Becher and Trowler acknowledge studentsÕ involvement in 
knowledge creation, albeit of a different kind of knowledge to that held by department 
ÔelitesÕ, citing GeholmÕs (1985) two types of tacit knowledge within academic disciplines: 
1 [that which has] Ôgrown out of long experience in the discipline [and is] a practical, 
almost subconscious knowledge or competence that the department elite fully 
mastersÕ. 
2 [that which is] Ôgenerated by the students themselves as they try to make sense of 
what they are experiencingÕ. (Becher & Trowler, 2001, p.47, summarising Geholm, 
1985) 
 
Mantie (2013), taking a content analysis approach to analysing a representative 
selection of research articles relating to popular music education, identifies significant 
differences in the thematic preoccupations of the discipline across international contexts. 
He argues that while in many cases this can be attributed to situational contingencies such 
as bureaucracy and policy, in others it appears to reflect differences in normative 
understandings of musical and educational purpose and value. This might suggest that 
disciplinary values are contingent upon local structural and sociocultural specificities. 
So far then, it has been demonstrated that there are myriad factors influencing the 
values at play within higher education. However, as suggested in this last section, 
disciplines within higher education bear their own value frameworks, and any investigation 
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into the values of particular programmes must take into account the values of the 
Ôdisciplinary tribeÕ (Skelton, 2012, p.259). My case studies represent a joining of higher 
education with popular music, itself a highly complex phenomenon that defies easy 
definition. It is hypothesised that the values held within the educational settings in this 
study are informed in part by values and ideologies associated with popular music. The 
following section examines popular music as a phenomenon and reviews some attempts to 
conceptualise it. It then looks at some of the ideologies and values that have figured in 
popular music. The subsequent chapter considers popular music in the more specific 
context of higher education. 
2.9 Popular Music 
Despite being notoriously difficult to define concisely, the term Ôpopular musicÕ is 
used confidently and frequently in public life, and even, as can be seen from this study, in 
academic typology. While this suggests it is understood on a tacit level and is not widely 
considered to be a problematic term, examination of its usages reveals it to be interpreted 
differently by different people in different contexts. Middleton (1992) and Shuker (1994) 
each offer several illuminating examples of the term in academic and non-academic use, 
and of various attempts to define it. Middleton reproduces BirrerÕs (1984) four categories 
of definition, and it is useful to do the same here: 
1 Normative: popular music as an inferior type 
2 Negative: popular music is music that is not something else 
3 Sociological: popular music is associated with or produced by a particular social 
group 
4 Techno-economic: popular music is disseminated by mass media and/or in a mass 
market (Middleton, 1992, p.5, summarised from Birrer, 1984, p.104) 
 
As Middleton notes, all of these are Ôinterest-boundÕ (1992, p.4) and unsatisfactory. 
Drawn together however they are useful in charting the elusive space in which the term 
and much of its associated typology (e.g. pop, rock, mainstream, commercial, alternative) 
acquire their meanings. In the context of this study none can be wholly dismissed. The first 
two relate to, among other things, a high/low culture dichotomisation that has historically 
been and continues to be perceived (positively and negatively) by musicians, educators and 
students. The third, not unrelated, encompasses the musical identities, forms and lifestyle 
practices associated with social groups, whether class-, locale- subculture- or otherwise-
based. The fourth category of definition, while no less problematic, is particularly crucial 
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to this study for its bringing into focus the oft-alleged inextricableness of popular music 
from its mass product-oriented, economic aspect. As is discussed in more detail below, 
drawing this feature into synthesis with debates that cast the academic integrity of higher 
arts education in opposition to economics-driven agendas (see NAMHE, 2011) highlights 
some of the discipline-specific complexities that popular music brings to this prevailing 
tension. 
Collating the many definitions of popular music still more reductively, Middleton 
(1992) identifies two definitional syntheses: positivist, in which ÔpopularÕ is understood 
quantitatively in terms of commerce; and social essentialism, where ÔpopularÕ is a 
qualitative adjective denoting a relationship to the people (variously conceived as active or 
passive). Positivist understandings of popular music correspond to BirrerÕs fourth category 
discussed above, and bound as they are to market mechanisms are according to Middleton 
no less ideological than social essentialism (Middleton, 1992). Referring to musical forms 
such as rock, folk, jazz and country that are often gathered under the typological umbrella 
of Òpopular musicÓ, Shuker (1994) refers to a fundamental tension between the creativity 
inherent in the music-making act and the commercial context, brought to the fore in 
positivist definitions, to which it is bound. Within popular music therefore, a tension can 
be perceived between notions of commerce and artistic integrity (or authenticity) which is 
somewhat analogous to that which has been identified earlier in this chapter between 
market values and academic integrity. 
A paradoxical dimension to these tensions might be seen to derive from the techno- 
aspect of BirrerÕs fourth definition, in that the means of dissemination and production- 
those by which audiences are reached and music is heard- are embedded in the mechanics 
of the commercial market, and are thus an inescapable defining condition of popular 
music; technologically-produced and disseminated music can therefore never be 
autonomous from the market. Shuker (1994) explores this paradox in the cases of pop and 
rock, two popular music genres (or metagenres) which have tended to be understood and 
differentiated according to, among other things, their perceived complicity in (pop) or 
rejection of (rock) the commercial agenda of prioritising sales figures over authentic 
creativity. Shuker (1994) problematises this Ôcentral yardstickÕ (p.7), giving examples of 
rock and pop functioning in the same way, and of marketingÕs co-opting of rock tropes in 
attempts to project an inauthentic impression of authenticity, in order to access and profit 
from the Ôcommodity of authenticityÕ (Shuker, 1994, p.7). Furthermore, citing Jones 
(1992) Shuker suggests that increasingly affordable technology might potentially erode 
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market-dependency and thus diminish the hegemony of commercial values (Jones, 1992; 
Shuker, 1994). Writing in 1992, Jones refers to multitrack recorders and cassettes (now 
largely obsolete technology) as facilitating a form of ÔfolkÕ music which is neither rock nor 
pop, and which thwarts attempts to define popular music still further. While the specifics 
of ShukerÕs (1994) examples are somewhat rooted in their time of writing, two broader 
subtexts, a) that subgenres have emerged and derived their sense from how they have 
approached the paradoxical commercial and creative conditions upon which their existence 
is dependent, and b) that these subgenres, though often stridently ideological, themselves 
confound definition according to strict criteria and do not easily withstand systematic, 
logical scrutiny, are pertinent to this study. Popular music, however defined, is a musical 
field that encompasses many genres that position themselves differently towards the idea 
of profit-making, conceive of different proportional relationships between commercial and 
artistic value, and engage differently with the commercial market. This has obvious 
implications for higher education programmes that seek to prepare musically diverse 
student cohorts for professional life within the field of popular music, meeting the 
competing requirements of contributing to economic growth and maintaining cultural 
value, and must inevitably engage with this matrix of values. 
2.9.1 ÔPopularÕ and other musics 
Social essentialist (Middleton, 1992) understandings of Ôpopular musicÕ conform to 
BirrerÕs second and third categories (Birrer, 1984, see above). They derive their 
interpretation of ÔpopularÕ from populus, Ôthe peopleÕ, who, as Middleton suggests, are 
sometimes imagined as an Ôactive progressive historical subjectÕ and sometimes as a 
Ômanipulated dupeÕ (1992, p.5). In the former case, popular music is imagined as a conduit 
of popular sentiment and a medium of proletarian empowerment. At the extreme of the 
latter it is conceived of as lowest common denominator fodder, pedalled to the masses by a 
malign and invidious commercial machine. Both cases are according to Middleton framed 
in the context of power struggle, and Ôestablished through comparison with [...] an absent 
OtherÕ (1992, p.6); potential others include folk music, art music and classical music. 
Walser (2003) asserts that ÔÔpopular musicÕ and Ôclassical musicÕ cannot be compared in 
terms of value because these categories are interdependent and actively reproducedÕ (p.25), 
and that like all cultural genres, these categories are not natural but polemical and have less 
to do with internal homogeneity than with social negotiation. Just as low culture cannot 
exist without its higher counterpart, so, according to Walser, popular music is reliant on its 
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classical counterpoint for its identity. Consideration of the interdependence of musical 
categories is pertinent to this study; popular music has only recently established itself as an 
academic discipline and now shares departments, policy (for example, the generic QAA 
subject benchmarks for music (QAA, 2008)) and in some cases curricula with ÔotherÕ 
musics against which it has historically been imagined and defined. In the vast majority of 
cases however its separateness is preserved in nomenclature. Therefore, if we hold to 
WalserÕs (2003) suggestion that these typological distinctions are indicative of social 
negotiation, then it might be argued that using them in academe is to import the social 
information encoded therein. 
Shuker (1994) suggests that the cultural critiques of the left-leaning Frankfurt 
School have much in common with the conservative high-culture critiques of Abbs (1975) 
and others in that both approach popular culture as a synthetic cultural commodity and 
therefore of no intrinsic value, and adopt a behaviourist view of the impact of media on 
human nature (Shuker, 1994). Drawing age into the frame alongside social class, Abbs 
uses the term Ôfalse cultureÕ (1975, p.53, quoted in Shuker, 1994, p.21) to refer to the 
forms, popular music among them, that are targeted at youth to Ôfabricate a secular 
mythology for the production and consumption of goodsÕ (1975, p.65; quoted in Shuker, 
1994, p.21). According to AbbsÕ critique, high culture- Ôtrue cultureÕ (Abbs, 1975, p.53, 
quoted in Shuker, 1994, p.21)- is under threat. The arguments of other cultural 
conservatives, notably Scruton (1997; 1998), are cadenced with similar anxieties about 
popular culture, and popular music in particular. 
Adorno first critiqued popular music in 1941, and referred specifically to the Tin 
Pan Alley song industry and the formulaic approach to composition it adopted. Adorno 
saw this as an instance of ÔstandardizationÕ (Adorno, 2002, p.438), a symptom of capitalist 
mass production. Popular music and popular musicology have much developed since 
AdornoÕs first critique, and his subsequent writings have been criticised for glossing over 
these developments (Middleton, 1992). However, despite frequent assertions that AdornoÕs 
theories have outlived their relevance, and the very fact that popular music departments 
exist, implicitly suggests that popular music is valued within academia (Parkinson, 2013), 
Adorno is a ubiquitous feature of popular music syllabi. Thus while this is resented by 
some (Tagg, 1998; Waksman, 2010; Walser, 2003), engaging with Adorno is broadly seen 
as something of a rite of passage for popular music students. 
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2.9.2 Popular music and the value of authenticity 
Middleton suggests that ÔauthenticityÕ is a key concept in social-essentialist 
readings (see above) of popular music and signifies a conception of value and meaning as 
deriving from the subject (Middleton, 1992). He adds that searches for authenticity occur 
through channels of rebellion at the crux of an ever-present Ôsymbiotic struggleÕ (1992, 
p.14) between industry and art, and against backgrounds of Ôsituationist changeÕ (1992, 
p.14), of which the most relevant in the context of popular music is the post-Second World 
War period when electronic technologies, a global economy and tolerant liberal ideology 
were all in their ascendancies (Middleton, 1992). Middleton writes also of a Ôtendency to 
reduce the music/culture relationship to a deterministic, functional or structural homologyÕ 
(Middleton, 1992, p.127) which leads to authenticity, signifying honesty, becoming the 
principal measure of musical value. Crucially, Middleton problematises this notion of 
authenticity, suggesting that it bears the divisive assumption that there is ÔÔourÕ music and 
ÔtheirÕ music [...] one is corrupt, manipulated, [...] commodified or whatever; the other is 
natural, spontaneous [...] and perhaps a radical alternativeÕ (Middleton, 1992, p.168) and as 
such represents a romantic and retrograde Ôideological coupletÕ (Middleton, 1992, p.168). 
Building on Lilliestam (1995), Green (2002) identifies an Ôideology of authenticityÕ 
(p.99) among musicians based on a similar romantic idea that Ôtheir music is a natural 
outpouring of the soul involving no commercial interest, no artifice [...] and no work on the 
part of the musicianÕ (Green, 2002, p.103). This understanding of authenticity, like that of 
which Middleton writes, assumes a dichotomy of nature (Ôthe soulÕ) on the one hand, and 
structures (commerce, education) on the other; Green (2002) suggests that this ideology of 
authenticity arises in part from a celebrated autonomy from formal education. Such an 
ideology thus privileges the value of nature over nurture, and indeed positions itself in 
direct opposition to nurture. 
Adorno is critical of what he identifies as Heideggerian notions of authenticity in 
which the subject has ultimate sovereignty Ôas if he were his own propertyÕ (Adorno, 1973, 
p.127), and argues that authenticity is mediated across subject and object, and individual 
and society. In AdornoÕs view therefore, subject-centric understandings of authenticity of 
the kind discussed by Middleton (1992) are invalid. In earlier writings on popular music 
(Adorno, 2002), Adorno asserts that the commercial processes of standardisation and mass 
reproduction are antithetical to authenticity. Huq (2006) writes of the problem of popular 
musicÕs inherent inauthenticity issuing from the mass reproduction of its product, and 
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refers also to a post-modern Ôpost-authentic eraÕ (p.50) of pastiche, appropriation and 
ÔretroÕwhich appears to actively subvert the notion of authenticity. 
Conceptions of authenticity in popular music can differ across subgenres. Citing 
Thornton (1995), Sandberg and Petersen (2007) and Bourgois (2003), Soderman (2013) 
argues that authenticity in hip hop can be equated with a combination of two forms of 
Bourdieusian capital- sub-cultural capital, which he summarises somewhat superficially as 
'quite simply [É] what is described in the media as ÔhipÕ and being ÔrightÕ' (p.4), and street 
capital, 'a know-how that deals with how different situations on the street can be 
interpreted [and is] a complex web of the world, symbols, attitudes and life strategies that 
arise in opposition to the society in which the average people live' (p.4), while OÕHara 
(1999) explains that authenticity in punk relates to an active rejection of consensus 
perceived to be reinforced through education systems and by the media, and a search for 
truth. Thus, in contrast to the ideology of authenticity identified by Green (2002) in rock 
music, which cast nature against nurture, punk authenticity according to OÕHara (1999) 
casts institutional knowledge against nonconformist autodidactism. This is no less 
problematic in relation to higher music education. 
Soderman (2013) and OÕHara (1999) also emphasise that hip hop and punk are not 
simply musical genres but cultures comprising various synergistic practices such as, in hip 
hop, rapping, djing, breakdancing and graffiti (Soderman, 2013), and in punk, writing and 
publishing fanzines (do-it-yourself magazines), event organising, music and activism. 
These practices express and reinforce the ideological principles of the subcultures, which 
in turn imbue the practices with a sense of authenticity. OÕHara (1999) quotes Zbach (n.d) 
to exemplify the extent to which departure from punk ideology can be seen by punks to 
undermine the authenticity of the genre: 
The critical message of Punk has a number of targets including classism, sexism, racism, 
and authoritarianism. [É] When ÔpunksÕ adopt the form or style without attention to the 
critical message of the punk movement, [É] the seeds of PunkÕs destruction are sown 
(Zbach, n.d., quoted in OÕHara, 1999, p.46). 
The concept of authenticity is important to studies such as this which focus on an 
academic field whose object of studyÑ popular musicÑ so often takes authenticity as its 
central gauge of value, and which is oriented, to varying internal degrees, towards both art 
and industry and must participate in their Ôsymbiotic struggleÕ (Middleton, 1990, p.15). As 
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demonstrated above however, authenticity is neither a neutral value nor a straightforward 
concept; rather, it is ideologically charged, heavily contested and complex. 
2.9.3 Canon in popular music 
The notion of canon is highly contested in popular music. This can be attributed in 
part to the fact that historically popular music has not been academically or institutionally 
mediated, in contrast to the Western classical tradition (discussed in Chapter 3), and to the 
destabilisation of foundational values brought about by postmodernism (discussed earlier 
in this chapter, and below, 2.9.4, Postmodernism and popular music). Nonetheless, forms 
of canon do appear to exist within popular music. Wyn Jones (2008) notes that canon 
formation in popular music takes place largely outside of the academy, and mainly within 
music journalism. Magazines such as Rolling Stone, New Musical Express (NME) and 
Mojo regularly conduct polls, sometimes involving their readerships, sometimes limited to 
panels of experts, to assemble hierarchical lists of ÔgreatÕ or ÔimportantÕ songs, albums, 
guitarists and so on. These lists vary across publications and, as might be expected, reflect 
and dictate particular publicationsÕ genre or era foci. Readerships contribute to the list-
making not only by direct participation in polls but also through market forces (by 
continuing to purchase a particular magazine and thus validating its authority). Wyn Jones 
(2008) argues that this canonical practice of list-making points to a desire among lay 
populations to discipline and arrange a vast and chaotic field into hierarchies by consensus. 
This consensus is sought and found, however, within narrow aesthetic parameters 
demarked by particular publications. Therefore while these hierarchical lists, as canons, 
relate to the values of particular social and commercial groups they do not necessarily hold 
any broader authority. However, Wyn JonesÕs (2008) analysis of a selection of polls and 
lists reveals that, despite these variations, certain artists such as the Beatles, the Rolling 
Stones and Marvin Gaye are recurring features, suggesting that a degree of consensus, 
obscured amidst surrounding discrepancy, does exist. 
At a less formal level, fans and practitioners of popular music maintain clear values 
of what is good and bad. Bannister (2006) notes that canon formation takes place within 
popular music on a sub-cultural level at the hands of tastemakers such as record collectors 
and DJs. These canons at once inform and enshrine the aesthetic values of subcultures, but, 
as with the lists discussed above, hold no authority beyond them. 
Within academic literature, few researchers have acknowledged, less still shown a 
desire for, canonical authority in popular music studies; most express a desire for 
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something broader and more inclusive (see Hesmondhalgh & Negus, 2002, p.2; Kassabian, 
2010, p.77; Moore, 2001, p.7; Taylor, 2010, pp.85-89; Waksman, 2010, p.69). However, 
KassabianÕs suggestion for how this might be achieved suggests that thwarting the 
processes of canon formation is frustratingly difficult: 
[instead of constructing a canon] it might indeed be quite useful for IASPM International 
to put on its website lists of works that people believe to be important in a particular area. 
What I mean is something along the lines of a Wiki, where we would all agree not to 
remove things, but to add important works to lists in a subfield, or to add new lists 
altogether, and to comment in limited and collegial fashion on the works where 
appropriate. (2010, p.78). 
This would doubtless result in a useful resource for academics and students, but as 
an alternative to canon it is problematic. Firstly, the International Association for the Study 
of Popular Music (IASPM) is suggested as custodian of the imagined Wiki, and although 
membership of that society is open (for a fee), in practice this arrangement would exclude 
lay populations from the listmaking process by dint of its being visible only to the limited 
demographic reach of the IASPMÕs website. It might be argued that those for whom the 
list is intended (academics, researchers, students) would be involved in the process; 
however, this runs contrary to visions of popular music studies (ÔPMSÕ) as an Ôinherently 
democraticÕ discipline that Ôbuilds on a body of knowledge that most people haveÕ 
(Cloonan, 2005, p.89). As Wyn Jones (2008) notes in respect of rock albums, Ôa canon is 
not an impersonal issue that concerns only a small number of experts with suitable 
credentials...such a canon in popular culture would appear to, and arguably does, 
potentially involve everyoneÕ (p.107). If it is accepted that, in line with CloonanÕs (2005) 
assertions of democracy, authority over canons in popular music education should extend 
beyond the academy, then relying on such a limited system would be not only 
undemocratic but potentially unempirical. Secondly, incorporating the ideal of collegiality 
(which is not a universal one) arguably further establishes the control of academic practice 
by excluding different modes of mediation and debate. In both these respects, authority 
would be effectively ring-fenced for a small pool of academically enculturated, 
institutionally-affiliated experts. Such a system would therefore not represent an alternative 
to canon formation, but a framework for greater academic control under a different, less 
regressive-sounding banner. 
To summarise, canon formation in popular music is an issue which, at an academic 
level, provokes anxiety among researchers and educators, yet there is much evidence to 
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suggest that, within non-academic popular music practice (including listening), loose 
canons, while far less distinct than those within high art disciplines, serve to enshrine 
values and discipline the field. 
2.9.4 Postmodernism and popular music 
Just as postmodernism and neoliberalism, as era-defining conditions (or in 
DelantyÕs view ÔideologiesÕ (Delanty, 2003)), might be considered backdrops to the 
practice of education, so too might they be seen to frame the practice of popular music. 
Huq (2006) asserts that Ôeven if postmodernismÕs definition is imprecise, without doubt 
one of the most fertile test grounds for its application has been musicÕ (p.27). Indeed, 
ÔpostmodernismÕ has been appropriated as a descriptive term within music, denoting either 
music created according to a set of practices and ideological assumptions, or simply 
referring to music associated with the postmodern era. Writing in the context of popular 
music, Nehring (1997) identifies conflicting orientations towards mass culture (Ôeither 
sweeping criticism or uncritical celebrationÕ (p.5)) as a central feature of postmodernism, 
while Huq (2006) identifies Ôculturally plural fragmentationÕ as opposed to a pervading 
Ôparent cultureÕ (p.27). These observations are in accord with the tensions identified earlier 
relating to relativism and increasing epistemic multiplicity in education. As a further 
characteristic, Nehring identifies Ôthe attribution of an enormous passivityÕ, which might 
be interpreted positively and negatively, Ôto non-intellectualsÕ (Nehring, 1997, p.5). 
AdornoÕs understandings of mass culture (Adorno, 2002) also cast non-intellectuals 
(negatively) in such a way, and while his is not a postmodern perspective in itself, it 
nonetheless illustrates this same tension regarding intellectual value. For Adorno (2002), 
avant-garde music is valuable and authentic for its being autonomous from mass culture 
and its attendant commercial and industrial processes. However, much avant-garde art 
music self-consciously incorporates aspects of popular culture (for example, Boulez, who 
collaborated with popular musicians and composers (notably Frank Zappa)), and is often 
considered to be ÒpostmodernÓ music. At the same time, much popular music (notably 
rock) seeks to set itself apart from mass culture and commercial values, arguably betraying 
a quasi-Adornian view of authenticity. Writing of performance (in general terms, not just 
musical), Frith (1996) argues that theorists of the post(-)modern such as Kaye (1994) have 
given Ôrelentless attention to the institutionally defined avant-gardeÕ (Frith, 1996, p.204), 
despite the fact that popular performance, oft-overlooked in academic circles, is inherently 
unstable and thus characteristically post-modern. For the purposes of this study, what is 
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most relevant from these observations is that the postmodern condition has given rise to 
positive and negative responses within and outside the academy towards mass (which is 
also to say non-academic) culture, ranging from taking refuge in an anti-mainstream avant-
garde to embracing popular cultureÕs plurality and instability. 
Huq (2006) identifies the ascent of consumer capitalism as a prominent feature of 
postmodernism. As such, neoliberalism might be viewed as both symptomatic of and 
participating in the postmodern condition. Unlike ÔpostmodernismÕ, ÔneoliberalismÕ has not 
found use as a musically descriptive term, and little published research exists which 
considers popular music within the explicit frame of neoliberalism. Nonetheless, 
neoliberalism might be seen to constitute an ideological and economic backdrop against 
which Western popular music, from at least the 1970s onwards, has been produced and 
practised. While the music industry (in its anglo-american aspect at the very least) has 
participated in neoliberal economic systems and thus inevitably displayed many neoliberal 
features, some musics and musicians have positioned themselves in opposition to 
neoliberal tenets or features, such as structurally-centralised large corporations, the 
primacy of economic incentives, and others. The resulting tensions are familiar, and again 
ultimately reducible to a commercial/artistic value dialectic. To offer a lyrical example, 
The Sex PistolsÕ EMI (1976) articulates a tension between major-label distribution and 
profit-making on the one hand, and artistic authenticity on the other: 
ThereÕs unlimited supply 
And there is no reason why 
[...] 
An unlimited amount 
Too many outlets in and out 
[...] 
And you thought that we were faking 
That we were all just money making 
You do not believe weÕre for real 
Or you would lose your cheap appeal? (The Sex Pistols, 1976) 
ÔIndieÕ (derived from ÔindependentÕ) music provides another example of a musical 
subgenre that has traditionally adopted a negative, reactionary orientation towards 
commercialism and big business. However, while Huq (2006) suggests that the denial of 
material wealth is a foundational conceit of indie music, Jones (2013) argues that during 
the tenure of BlairÕs New Labour government it acquired a distinctly neoliberal aspect as Ôa 
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hegemonic form of popular music [...] accommodating rather than challenging the 
Thatcher-Blair consensus and becoming a travesty of itselfÕ (p.6). 
It is clear that the symbiotic yet oppositional relationship between industry and art, 
illustrated in these examples and explored across this section, is a central, defining feature 
of popular music. Popular music as an academic discipline must therefore be seen to be 
encumbered by this relationship and its baggage of associated values. Moreover, I believe 
there is a clear comparability between the value struggles discernible in popular music and 
the prevailing tensions of value and purpose in higher education, discussed earlier, in 
which the same issues of massification and marketisation are pitted against notions of 
authentic academic value and purpose, against the same ideological backdrops. Higher 
popular music education must be seen to be contingent upon value struggles related to both 
popular music and higher education, but not, I propose, discretely; rather, the values and 
tensions of the one have implications for the other, such that they contribute to a complex 
and fascinating interplay of values unique to the discipline. It is this interplay that this 
study seeks to understand. 
2.10 Summary 
This chapter has interrogated the central concepts and terminology of the study, 
and reviewed literature encompassing theory, empirical research and official 
documentation that is relevant to my research questions. It began by interrogating the term 
value, revealing its ambiguity and unpacking its various meanings. It then examined how 
the concept of value has been understood and employed within higher education research, 
and identified a disparity between studies that focus on its transactional aspect and those 
that focus on its principle aspect. It continued with analysis of an indicative selection of 
policy documentation, illustrating how higher education has been susceptible to 
developments in political and ideological climate, leading to tensions issuing from 
competing values. Two concepts currently prominent in higher educationÑ employability 
and student-centrednessÑ were discussed in terms of such tensions, followed by a 
consideration of the ideological implications of postmodernism, neoliberalism, and third-
wayism. Discussion then moved towards a consideration of the culture and values 
particular to specific higher education institutions, and those specific to disciplines within 
higher education. It finished with a consideration of popular music, first reviewing 
attempts to define it, then considering its identity in relation to other musics. It explored 
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the enduring tension in popular music between authenticity, arguably its central value 




Popular Music in Higher Education: An Enigmatic Discipline 
This chapter presents an overview of popular music in higher education. It begins 
with a summative chronology charting the development of popular music in higher 
education in the UK; focus is given to significant developments in cultural climate, higher 
educational policy and programme design. Where relevant, examples from international 
contexts, and from other academic disciplines, are given as points of comparison. It then 
reviews some of the literature surrounding popular music in higher education and maps the 
current reality of popular music degree provision in UK higher education, addressing the 
themes which have emerged from research and practice. 
3.1 An Historical Overview of Tertiary Music Education in the United 
Kingdom 
While popular music has figured as an object of study across a range of academic 
disciplines for decades, its existence as a free-standing, degree-worthy discipline in higher 
education began in 1990, with the creation of a BA in Popular Music and Recording at the 
University of Salford (Salford and a small number of other institutions, such as the privately 
owned Tech Schools in West London, had offered non-degree-bearing programmes since a 
few years earlier). Prior to this, music, as it featured in academe, was overwhelmingly in the 
Western classical tradition. This was the case both at the more vocationally-focused 
conservatoires, and at universities whose curricula tended towards a liberal scholarly model 
(QAA, 2008), albeit usually with some elective opportunities for performance. 
The relationship between Western art music and its educational institutions has 
historically been, and continues to be, mutually supportive (Dibben, 2004; Ford, 2010; 
Nettl, 1995. See Ford (2010) for a detailed account of the genesis of the conservatoire 
tradition in the United Kingdom and Nettl (1995) for an account of this relationship in the 
US context). In the United Kingdom, conservatoires have been crucial loci for the 
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composition, collection and performance of repertoire since the inception of the Royal 
Academy of Music in 1823 (QAA, 2008), and were initially founded specifically for 
educating performers and composers. Based on earlier Italian and French models (Ford, 
2010), they were paradoxically borne of a nationalist drive for cultural institutions but 
initially maintained an almost exclusively Austro-German repertoire (Ford, 2010). A 
Gulbenkian foundation-funded report in 1965 noted that conservatoire practice in the UK 
had seen very little change since these beginnings in the Twentieth Century (Gulbenkian 
Foundation, 1977). University music departments, first occurring in 1890, followed a 
scholarly model of textual appreciation and analysis (QAA, 2008), at once refining and 
applying the aesthetic criteria by which art music was identified and judged. Prior to that, 
the church had provided an infrastructure for musical apprenticeship, composition and 
dissemination of sacred music since its beginnings in the British Isles. The historical 
narratives of Western art music and institutional music education are therefore, in the 
British context, thoroughly entwined. The nomenclature of the diplomas which were until 
recently conferred to conservatoire graduates (and are still used for honorific purposes, and 
awarded by external exam boards)Ñ licentiateships, associateships and fellowshipsÑ 
suggests continued institutional affiliation, and stakes an implicit claim of institutional 
authority over standards in the Western musical tradition. The ÔRoyalÕ prefixes held by 
five British conservatoires arguably embed Western art music still further in structures of 
institution and establishment. In short, it can persuasively be argued that the Western art 
music 'profession' has historically been, and still is, mediated by a high degree of 
institutional credentialism, even if, as Ford (2010) notes, it is not subject to official or 
legally-bound industry accreditation in the manner of professions such as nursing or 
medicine. 
The canon and practice of classical music education have a rich history, and one 
should be wary of reductive analyses that gloss over internal heterogeneity. What is 
important however is the sense of institutional belonging, and the integrated systems of 
production, dissemination, apprenticeship and assessment that have characterised and set 
the parameters for tertiary music education and art music since at least the mid-nineteenth 
century. By contrast, ÒvernacularÓ musics have rarely featured prominently in the UK 
academic domain. Popular music has developed outside of, and has often positioned itself 
in direct opposition to, institutional authority (see earlier discussion of GreenÕs (2002) 
ideology of authenticity). This perceived freedom from control is fundamental to 
ÔoutsiderÕ, anti-establishment identities often associated with popular music (see Middleton 
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(1992) for a discussion of authenticity pursued through channels of rebellion), and to its 
conceptions of authenticity, both of which are potentially destabilised by the co-opting of 
popular music into the academy. 
Social, geographical and political complexities are inevitably woven into 
educational histories, and it is outside the scope of this thesis to unpick the United 
Kingdom context exhaustively. However, it is important to highlight the high culture/low 
culture divide as a defining condition of British cultural life since at least the Victorian era, 
and by extension therefore, given the institutionalisation of British cultural life, of arts 
education in the United Kingdom. The subtly pejorative adjectives traditionally used in 
association with popular culture (ÔvernacularÕ, ÔlightÕ, ÔlowÕ, ÔpopularÕ, ÔmassÕ) set it apart 
from that which has been prized, guarded and mediated by its own institutions (see Chapter 
2 for discussion of BirrerÕs (1984) second definitional category (negative) of popular 
music as music that is not something else). 
Tagg (1998) has written of the Swedish social, economic and cultural conditions 
out of which popular music education emerged in that country, almost three decades earlier 
than it did in the United Kingdom; it is worth reproducing a portion of his text as it 
provides an interesting counterpoint to the UK context
5
: 
(Sweden lacks the) high cultural historical ballast in relation to other nations. Put simply, 
Swedes did not have to contend with legacies of the likes of Bach, Bacon, Beethoven, 
Descartes, Debussy, Dante, Gallilei, Goethe, Haydn, Hegel, Mozart, Pascal, Purcell, Sartre, 
Schiller or ShakespeareÉthere were no big historical names of high culture on which to 
focus bourgeois national identity and that the institutionalisation of high culture was 
therefore less substantial and less powerful than elsewhere. [...] SwedenÕs history of class 
conflict also differs radically from the UK or Central Europe and the nation experienced a 
much later and faster process of industrialisationÉall these factors and 
othersÉcontributed to the establishment of a political climate in which the official public 
debate of popular music and the subsequent institutionalisation of musicological studies in 
that field was able to materialise and flourish earlier. (Tagg, 1998, pp.220-221). 
These factors together were such that popular music was more easily and readily 
accommodated by higher education in Sweden than elsewhere (which is not to say that it 




Providing another useful international comparison, Hebert (2011) gives an analysis of resistance to 
popular music education in the USA. Interestingly, in that context it is attributed not only to the 
dominance of European ÒartÓ aesthetics, but to a Jazz aesthetic (Jazz education in the USA preceded 
popular music education by a longer interval than in the UK).  Hebert also makes the observation that 
time is a factor in the acceptance of popular music; that it is still too young to be appraised from the 
vantage of hindsight.  
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met no resistance; Tagg (1998) goes on to discuss the ensuing problems in detail). The 
United KingdomÕs context is markedly different; high cultural achievement and national 
identity are accompanied by a famously stratified class system, which has been mapped 
convincingly on to both distinctions of high and low culture (Savage, Devine, 
Cunningham, Taylor, Li, Hjellbrekke, Le Roux, Friedman & Miles, 2013) and also to 
engagement in higher education (such as DibbenÕs (2004) analysis of National Statistics 
Social Class (NSSC, 1998-99 to 2001-02) and National Statistics Socio-Economic 
Classification (NS-SEC, 2002-03) data). Dibben (2004) notes, with reference to national 
and institutional statistics, that engagement in higher music education in the United 
Kingdom is predominantly among higher socio-economic groups, where consumers of 
classical music are also typically to be found, helping to preserve a Western art-oriented 
status quo. Given this context, and more significantly the long-established 
institutionalisation of the high arts discussed above, it is perhaps inevitable that popular 
musicÕs entrance into higher education has been slower and more tentative in the United 
Kingdom than in Sweden. A significant development in the United Kingdom context was 
the awarding of university status to former polytechnics and colleges of higher education 
under the Further and Higher Education Act in 1992. This weakened, in theory at least, the 
distinction between business and trade facing institutions (most of which were previously 
polytechnics and specialist training colleges) offering ÔappliedÕ programmes and more 
traditionally ÔacademicÕ universities, and marked the beginning of a period of 
diversification and increased competition in which Ôpost-92Õ universities explored new 
academic terrain. Thus a climate of experimentation, coupled with the dynamics of 
competition, led to favourable conditions for new academic disciplines to emerge; just as 
the University of Gothenberg, at that time an unremarkable university without a famous 
intellectual heritage (Tagg, 1998), provided a context for popular music education to grow 
in Sweden, it was in these newly established universities that the discipline of popular 
music was to thrive. All but one (Salford) of the popular music programmes currently 
available came into being after 1992, and all but seven of the universities offering popular 
music degrees at the time of data collection for this study are ÔnewÕ universities (see 3.4, ). 
Dibben (2004) writes of the Ôfailure of pre-1992 institutions to engage with popular music 
[which] maintains social distinctions because it values the culture of the Western European 
middle-classes more highly than that of other social groupsÕ (p.3). 
In practice, the vocational ethos of many post-92 universities has endured, as has a 
high degree of ÔappliedÕ delivery, albeit amidst pressure to prove themselves as genuine 
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scholarly institutions deserving of university status and research funding. Popular music as 
a degree subject in the United Kingdom has emerged from this context and exemplifies the 
tensions between ÔappliedÕ and Ôbusiness facingÕ delivery and traditionally ÔacademicÕ 
scholarship (Cloonan, 2005). Viewed from a different perspective, the Further and Higher 
Education Act 1992 can be seen to have precipitated the essential conditions out of which 
higher popular music education has burgeoned; even after two decades of expansion and 
diversification, the post-92 institution is the typical home of higher popular music 
education, a situation which according to Dibben (2004) Ôperpetuates music as a basis for 
class divideÕ (p.3). 
3.2 Popular Music Education in Theory and Practice 
Concurrent with the proliferation of taught programmes from the early 1990s 
onwards, literature began to emerge that not only focussed on popular music itself but was 
expressly concerned with the study of popular music. During the 1990s MiddletonÕs 
Studying Popular Music (Middleton, 1990; 1992), MooreÕs Rock: The Primary Text, 
Developing a Musicology of Rock (Moore, 1993) ShukerÕs Understanding Popular Music 
(1994) and Key Concepts in Popular Music (Shuker, 1998) all helped to formalise popular 
musicÕs place in academia by synthesising the interdisciplinary strands of scholarship into an 
encompassing discipline, and collating some prominent themes. In particular, MooreÕs book 
sought to liberate popular music (specifically rock) from traditional musicology by 
emphasising its differences from classical music and the need for new musicological 
approaches. In 2002 Negus and Hesmondhalgh in their edited volume Popular Music Studies 
(2002) declared popular music studies to be Ôat its best, a uniquely interdisciplinary area of 
research drawing significant contributions from [...] a number of academic fieldsÕ (p.2). 
However, while each of these books advocates the place of popular music in higher 
education, not one brings its central themes and issues to bear on the teaching of popular 
music practice, despite the latter being a substantial and often majority element of most 
popular music programmes (this is based on my own informal review of programme 
websites, and is supported also by the findings of Cloonan and HulstedtÕs (2012) mapping 
exercise). This accompanies a discrepancy, examined more closely below, between 
conceptions of popular music studies (PMS) as an academic research discipline, and 
practical, music-making popular music education as it is delivered in practice in the majority 
of cases. The issue of teaching popular music-making has rarely been discussed within the 
62 
channels of PMS research, and to date there has been little crossover between research taking 
place within the field of PMS, and research that focuses on popular music education but is 
more aligned with the data-driven empirical methodologies of social science and 
disseminated via the infrastructure of music education research. 
3.2.1 ÔWhat is Popular Music Studies?Õ 
This was the title of an article by Cloonan (2005) seeking to offer insights into the 
nature of popular music in higher education. As is discussed below, the term Ôpopular 
musicÕ is itself rarely defined precisely in academe, and can and has been interpreted in 
different ways. In comparison with traditional academic disciplines such as English 
literature and music (that is, not specifically ÔpopularÕ music), popular music studies is 
extremely difficult to position; its sheer scope is such that categorisation according to 
distinctions of practical/theoretical or arts/sciences/humanities/social sciences is 
contentious (see Chapter 2, p.43). As Cloonan (2005) suggests, the term Ôpopular music 
studiesÕ, along with its acronym, is an unwieldy term that might refer to a number of 
related but distinct things; an interdisciplinary research field; a journal; an educational 
discipline or a branch of musicology. Cloonan and HulsedtÕs (2012) HEA-commissioned 
mapping exercise, for which questionnaires were sent to UK popular music degree 
programme leaders and four follow-up interviews conducted, indicates that some educators 
find the term Ôpopular music studiesÕ to be unrepresentative of the reality of what they do, 
with one questionnaire respondent declaring Ôwe donÕt teach popular music studies, we 
teach popular musicÕ (Cloonan & Hulstedt, 2012, p.20). Though somewhat oblique, this 
response can perhaps be read as meaning they teach students to "do" popular musicÑ that 
is, make it or work with itÑ as opposed to study it in the manner of a humanities subject. 
3.3 Scholarship vs musicianship 
In the rare instances of PMS research focussing on education, the musicological 
and sociological aspects of curricula are often foregrounded to such an extent that the 
music-making aspect of popular music in higher education is rendered virtually invisible 
(for example, Waksman, 2010; Kassabian, 2010). WaksmanÕs perception of the PMS 
landscape is illuminating in this regard: 
[...] the number of graduate programmes within which popular music is a primary field of 
study can be counted on one hand. Apart from those who graduate from the Institute for 
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Popular Music at the University of Liverpool, there are very few of us who can say that we 
are trained in popular music studies, and fewer who work or can expect to work in 
departments or programmes where popular music is the focus. (2010, p.68) 
Leaving aside that undergraduate provision receives no mention here, in the British 
context alone (for the statement is international in scope) there are far more graduate 
opportunities than Waksman acknowledges, if we count masters degrees and postgraduate 
diplomas in popular music production, composition and performance in addition to 
programmes with a more traditionally academic, essay-based approach. WaksmanÕs 
analysis therefore betrays an intuitive delimiting of popular music studies to analytical 
modes of scholarship, and by implication a view of educational programmes involving 
popular music-making as something other. Thus despite the fact that most undergraduate 
popular music programmes involve some degree of music-making, music production or 
other form of creative popular music practice (Cloonan & Hulstedt, 2012), scholarship and 
musicianship are effectively drawn apart here. 
Writing in the Danish context, Bjrnberg (1993) identifies the problem of balancing 
a Ômusician attitudeÕ with a Ôscholar attitudeÕ, and suggests that reconciling the two 
Ôrequires a continuous and critical discussion of the aims and methods of music educationÕ 
(p.75). An examination of how ÔpracticalÕ and, linked to this, ÔvocationalÕ are understood is 
arguably needed, since graduates from music degrees are increasingly having to explore a 
range of avenues and income streams in their professional lives (Cloonan & Hulstedt, 2012; 
Gaunt & Papageorgi, 2010; QAA, 2008; Smith, 2013), and too great a focus on practical 
music making at the expense of theoretical and contextual scholarship might potentially 
hinder a studentÕs prospects for future work as a music educator or musicologist (Bjrnberg, 
1993). On the other hand, as Bjrnberg suggests, analysis of musical phenomena Ôshould 
ideally be based on a practical as well as theoretical comprehension of the intra-musical 
relationships of the music concernedÕ (Bjrnberg, 1993, p.75), and too far a swing towards 
traditional scholarship risks divorcing theory from practice. It is a reasonable generalisation 
that while programme curricula in the United Kingdom tend towards practical emphases 
(musical and otherwise), research and scholarship focusing on popular music in higher 
education, usually referred to as popular music studies, has until the last few years focused 
more on typically ÒscholarlyÓ sociological and musicological aspects. As such there has, 
across the short history of the discipline, been a disparity between popular music education 
in practice and popular music education as researched. 
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3.3.1 Popular Music Pedagogy 
Perhaps in response to this climate, the term Ôpopular music pedagogyÕ has been 
used by Hebert (2011), Lebler (2007; 2008), Oehler and Hanley (2009) and others (Mantie, 
2013; Smith, 2013), and provides a helpful research distinction between studies of popular 
music scholarship and studies of popular music teaching practice. Hebert (2011) goes a 
step further, using the acronym ÔPMPÕ as a counterpoint to PMS. The International 
Association for the Study of Popular Music (IASPM) now hosts a Ôpopular music 
pedagogy interest committeeÕ
6
, the Society of Music Theory (SMT)Õs popular music 
interest group has convened a roundtable discussion on Ôpopular music pedagogyÕ
7
, and the 
Higher Education Academy held a Popular Music Pedagogy workshop event in January 
2014, following the recommendations of Cloonan and HulstedtÕs (2012) mapping report.
8
 
Efforts are evidently being made to promote PMP as a distinct research area. 
3.3.2 How Popular Musicians Learn, and how they are taught 
Discussion relating to the place of popular music in education has taken place in 
music education research since the 1970s, including some significant book-length studies 
(notably Vuillamy & Lee, 1983). However, as Green notes in her book How Popular 
Musicians Learn (2002), detailed investigations into popular musiciansÕ learning practices 
have been minimal, and sometimes taken place outside of music education research in 
fields such as anthropology and sociology. 
The impact of How Popular Musicians Learn has been profound and far-reaching. 
This is both a testament to the value of the study, and a reminder of the Western classical-
oriented hegemony that had previously dominated music education, in both research and 
practice. It would seem that from the vantage points of mainstream music education 
research, the practices identified in How Popular Musicians Learn had hitherto been 
hidden in plain sight amidst the terrain of potential research; to ask why these 
commonplace practices had rarely been brought to scholarly light is not to diminish 
GreenÕs achievement, but rather to acknowledge that prior to her study a widespread lack 
of interest within music education research had led to the learning practices of a vast 
                                                
6 www.iaspm-us.net/aboutiaspm/committees/pedagogy, accessed 16/04/12 
7 www.societymusictheory.org/societies/interest/popularmusic/past, accessed 16/04/12 
8  http://www.heacademy.ac.uk/events/detail/2014/Seminars/AH/GEN919_University_of_Edinburgh, 
accessed 06/01/14 
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proportion, perhaps a majority, of the UKÕs musically active population being ignored.
9
 It 
also highlights the absence of popular musiciansÕ voices within education research, and 
suggests that few popular musicians have felt inspired, qualified or welcome (or all three) 
to bring their experiences into the realm of pedagogical research. Notwithstanding the 
inescapable irony that it was only after established, classically-trained researchers such as 
Green had focussed on popular music learning practices that the latter achieved exposure 
to anything like a representative degree, popular musicians are increasingly finding voice 
in music education research, and this fact owes much to GreenÕs pioneering work. 
Although her main focus has been at school level, GreenÕs influence on music 
pedagogy in higher education has been marked. Emulating as far as possible the learning 
environments that occur outside of formal education settings has come to be seen as an 
imperative in popular music pedagogy, as if to safeguard popular musicÕs authenticity from 
adulteration by Ôtop-downÕ, transmissive pedagogy. GreenÕs observations in How Popular 
Musicians Learn (2002) have achieved almost axiomatic pre-eminence, and investigations 
into how popular musicians should or might learn in higher education frequently 
presuppose the need to maintain the learning practices that occur outside of institutional 
frameworks (Hewitt, 2009; Lebler, 2007; 2008). 
3.4 The Current Provision of Higher Popular Music Education in the 
United Kingdom 
A search of home student Universities and Colleges Admissions Service (UCAS) 
degree courses starting in Autumn 2013 (excluding foundation degrees), using the search 
term ÔPopular MusicÕ, yielded one hundred and eighteen results. This high number is 
perhaps misleading, in that many are joint honours programmes, listed separately for each 
combination (for example, the University of Northampton offers 25 Popular Music degree 
options, in combination with subjects ranging from Events Management to Human 
Biology). Some institutions however offer multiple popular music programmes which, 
while they may share some content, have different emphases and core curricula; the 
University of WestminsterÕs BA in Commercial Music and BMus in Commercial Music 
Performance are good examples of this (see nomenclature, below). The majority of 
programmes are completed in three years of full-time study, although some have a four 
year ÔsandwichÕ option, some are offered as a two year ÔacceleratedÕ degree and some can 
                                                
9 Green's notes (Green, 2002, pp. 217-218) provide a thorough account of exceptions 
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be studied for part-time. Four courses in the search results were one year Ôtop-upÕ courses, 
designed to build upon level 5 qualifications such as 2 year foundation degrees (FdA) and 
higher national diplomas (HND); although not indicated in the search list generated, many 
of the institutions offering full degrees in popular music also admit students who have 
completed a level 5 course of study at another institution (typically a local college of 
further education) onto the final year of their programme. 
Two of the eight UK conservatoires- Leeds College of Music and the Royal College of 
Music- offer popular music programmes, and Birmingham Conservatoire offers a degree with 
a large popular music component. The BA Music (Popular) offered by Leeds College of Music 
featured in the UCAS search results, but the programmes offered by the Royal Northern 
College of Music (BA Popular Music Performance, in partnership with Access to Music and 
replacing an earlier FdA degree) and Birmingham Conservatoire (BSc Music Technology) did 
not, as their applications and admissions are handled through the Conservatoires UK 
Admissions Service (CUKAS). In addition, there are a number of programmes offered by 
private institutions such as the Academy of Contemporary Music (ACM, in Guildford), the 
Brighton Institute of Modern Music (BIMM, with campuses in Brighton, Bristol, Manchester 
and Dublin) and the Institute of Contemporary Music Performance (ICMP) in London who 
maintain validation partnerships for degree awarding purposes. A Higher Education Academy 
report by Cloonan and Hulstedt (2012) offers a more thorough mapping of popular music (or 
ÔPMSÕ) programmes available in the UK, although their research drills down from a UCAS 
search and so does not account for programmes offered by conservatoires or private 
institutions (see above) other than the Institute of Contemporary Music Performance. 
3.4.1 A doubly new discipline 
The first programme began in 1990 at the University of Salford. The first incarnation 
of the BA Commercial Music offered by the University of Westminster- the first explicitly 
commercial programme (Cloonan, 2005) - followed in 1993. Cloonan and Hulstedt (2012) 
suggest that popular music studies is Ôdoubly newÕ (Cloonan & Hulstedt, 2012, p.4), in that 
not only is it a new academic discipline, but it is offered overwhelmingly by ÔnewÕ 
institutions, such as post-92 universities and university colleges. Of the 47 popular music 
programme providers rendered through Cloonan and HulstedtÕs UCAS search, 27 are new 
universities and 13 are university colleges or further education colleges (Cloonan and 
Hulstedt, 2012). Only seven are ÔoldÕ universities, of which three are members of the Russell 
Group (Liverpool, Newcastle and Southampton). The growth trajectory for the discipline has 
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been exponential; of 29 institutions surveyed by Cloonan and Hulstedt (2012), one first 
delivered its popular music programme 1990, two in 1997 and one in 1999. Seven had 
introduced their degrees between 2001 and 2006, and eighteen since 2006. 
A large number of postgraduate opportunities in fields related to popular music 
have also emerged over the last two decades, the first being the MA in Popular Music 
Studies offered since 1993 at the University of Liverpool. The current provision ranges 
from the broad in scope (such as the aforementioned) across the more narrowly-titled (the 
MA Beatles, Popular Music and Society offered by Liverpool Hope University) and the 
creative practice-based (the MMus Songwriting offered by Bath Spa University) to the 
vocationally focused and industry-oriented (such as the MA Music Industry Management 
at the University of West London and the MA Audio Production at the University of 
Westminster). Postgraduate diplomas (PGDip, which are widespread), an MLitt degree (in 
Popular Music Studies at the University of Glasgow) and most recently an MBA (in Music 
Industry Management at the University of ReadingÕs Henley Business School, currently 
the only MBA available) are also offered at level 7. Many universities offer research 
opportunities at level 8 (MPhil, PhD). While this thesis is concerned primarily with 
undergraduate degree programmes, this postgraduate presence is important to note, as it 
further indicates popular musicÕs gains towards academic establishment and recognition, 
and that an educational path from BTec to post-doctoral research is now possible within 
the parameters of a dedicated discipline; the interdisciplinarity that has defined popular 
music education, while still very much in evidence, is now increasingly being 
accommodated by explicitly Ôpopular musicÕ focused programmes. 
3.4.2 Nomenclature 
There are some subtle but illuminating nomenclatural variations among the degrees 
that have emerged since 1990 (Cloonan, 2012; Parkinson, 2013). Outside of a majority of 
programmes in just Ôpopular musicÕ there are, or have been, programmes in Ôpopular and 
contemporary musicÕ, Ôpopular and world musicsÕ (University of Leeds, no longer being 
offered as of 2012), Ôpopular music performanceÕ, Ôpopular musicologyÕ Ôpopular music 
studiesÕ, Ôpopular music productionÕ and Ômusic (popular)Õ. Some programmes do not 
feature the word ÔpopularÕ in their title at all; however these programmesÕ inclusion in the 
UCAS search suggests that Ôpopular musicÕ was submitted by the institutions as a search 
term, and a cursory review of the programmesÕ webpages reveals them to be essentially 
ÔpopularÕ in emphasis. Among the full degree programmes available (outside of level 5 
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qualifications), a majority award a BA, a sizeable minority award a BMus and a smaller 
minority offer BSc degrees. 
In many cases these differences in degree type and title do not seem particularly 
significant (based on programme content indicators, programme aims and outcomes and 
other information available on programme webpages). In others however, they offer an 
indication of the content of programmesÕ curricula, or, less straightforwardly, their 
underpinning values. The suffix ÔperformanceÕ is an obvious example, usually indicating 
that a programme has a high music-making content, oriented towards live performance. 
Elsewhere however, nomenclature is more subtly emphatic and seemingly chosen on the 
basis of instinctive understanding or ÒfeelÓ, rather than semantic precision. Indeed, the 
term Ôpopular musicÕ is itself rarely defined or delimited in programme literature, or 
differentiated from other music, but the distinction is understood tacitly. A handful of 
programmes in ÔCommercial MusicÕ and ÔSongwritingÕ were not rendered by the UCAS 
programme search, which suggests that either a) the provider deliberately sought to 
differentiate their programme from Ôpopular musicÕ programmes, or b) they unwittingly 
limited their UCAS presence by not including Ôpopular musicÕ as a search term when 
submitting programme details for inclusion in the UCAS registry of programmes. 
Bjrnberg (1993) has highlighted the issue of value-laden nomenclature in the 
Danish context, where the term Ôrhythmic musicÕ is widely used. He suggests that while 
this term is problematic as an analytical concept as it Ôfocus(es) attention on one single 
parameter of expression and impl[ies] the classification of other musical styles as 
ÔunrhythmicÕ, ÔarhythmicÕ or Ôless rhythmicÕ, it has been pragmatically useful and Ôby way 
of de-emphasising and concealing ideological and social differences between the genres 
included [...] has been an aid in the process of bringing a vast body of musics from the 
popular field into the curricula of music educationÕ (Bjrnberg, 1993, p.71). Considering 
the UK context, while terms such as ÔCommercial MusicÕ are arguably less constraining 
than Ôrhythmic musicÕ from a musical-stylistical point of view, they could also be seen to 
foreground particular, ideological aspects of popular music. Programme nomenclature is 
explored within my data analyses, and its significance considered in each case; while I 
cannot generalise from these cases, I can hypothesise, from this inductive phase of 
research, that the nomenclature of popular music programmes is a potentially significant, if 
somewhat enigmatic, indicator of their values. 
In addition, Cloonan and Hulstedt (2012) note that the nomenclature used in 
module titles is often ambiguous to the extent that it is hard to discern from programme 
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literature what constitutes the ÔcoreÕ curriculum of a programme. This is potentially 
problematic from a marketing perspective because in many cases module overviews are 
not available to applicantsÑ part of a wider problem of limited programme information 
available on webpages and prospectuses (Cloonan and Hulstedt (2012) note in particular 
the often glaring omission of programme leader contact details). More ominously, Cloonan 
and Hulstedt (2012) suggest that the opaqueness of curriculum terminology is symptomatic 
of a much deeper problem, Ôthe tip of the iceberg [...], the reality is there appears to be no 
ÔcoreÕ to popular music studies.Õ (Cloonan & Hulstedt, 2012, p.31) 
3.5 Programme Content and Emphasis 
Cloonan and Hulstedt note (Cloonan, 2005; Cloonan & Hulstedt, 2012) that the core 
content of popular music studies can vary wildly across programmes. In his earlier paper, 
Cloonan (2005) writes of three main themes within which curricula function- ÔmusicalÕ, 
ÔcriticalÕ, ÔvocationalÕ- while acknowledging a high degree of bleed across these distinctions. 
In his later paper with Hulstedt,  (Cloonan and Hulstedt, 2012) Cloonan revises ÔmusicalÕ to 
ÔpracticalÕ in recognition of the fact that much popular music practice, for example 
journalism, tour management or audio production, is not strictly musical. The authors 
provide a useful Venn diagram (figure 2) in which they position a sample of module titles 
according to emphasis (but see 3.4.2 above for issues relating to the opacity of titles!). 
 
Figure 2. Cloonan and HulstedtÕs (2012) sampling of PMS modules 
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This issue of balancing the practical, critical and vocational aspects of programmes 
is consistent with current trends within higher education at large.  In many cases, Popular 
Music Studies exemplifies the trends and strategies associated with shifts in higher 
education practice, such as work-based learning (ÔWBLÕ), industry links, and professional 
practitioners as faculty (Becher & Trowler, 2001). Subject benchmarks specifically for 
popular music do not as yet exist (and would represent a significant challenge to create 
given the disparity of the field as identified by Cloonan and Hulstedt (2012)), but popular 
music programmes are accounted for in the somewhat one-size-fits-all QAA subject 
benchmarks for music (QAA, 2008). The emphasis on employability, in comparison to 
broader policy documentation, is surprisingly sparse in the QAA subject benchmark 
document, suggesting that less pressure is being exerted on music programmes, through 
policy channels at least, to rationalise their provision in such terms than on other subjects. 
Thus while popular music curricula typically feature a strong applied emphasis, this cannot 
easily be attributed to pressures exerted via the mechanisms of government accountability. 
More obvious factors impacting on the level of applied content are resources (including 
staff availability and expertise), student expectations and the demands of the music 
industry (Cloonan & Hulstedt, 2012). 
Within Cloonan and HulstedtÕs (2012) broad categories of practical, critical and 
vocational, there are significant variations in how those areas are constituted. As already 
discussed, ÔpracticalÕ can relate to a wide range of popular music practices, encompassing 
the musical and extra-musical. ÔVocationalÕ can denote a variety of specific skills and 
focus on different professional areas. Programme approaches to the ÔcriticalÕ are equally 
variable. While ÔcriticalityÕ is a broad concept, it must at least be seen to demand a 
theoretical understanding of a subject area; thus the critical aspect of a programme must 
account for the theoretical framework of its discipline (this is how Cloonan and Hulstedt 
(2012) appear to understand and employ the term). The theoretical aspects of programmes 
are contingent upon how popular music is conceptualised therein. FleetÕs (2008) mapping 
exercise of the provision of Ômusical skillsÕ in popular music programmes in the north east 
of England includes discussion of how musical knowledge relating to the intrinsic features 
of music- the relationship between notes, and so on- is incorporated into programmes. 
However, Cloonan and Hulstedt (2012) note that traditional, notational approaches to 
music theory are rare on popular music programmes. An interview respondent in their 
study was quick to emphasise that Ôpopular music is fundamentally from an oral and aural 
tradition, and that [...] needs to be reflected in the pedagogyÑ how it is delivered, and the 
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kinds of understanding that arises from theory and analysisÕ (Cloonan & Hulstedt, 2012, 
p.24). It is frequently argued moreover that focus on extrinsic musical aspects is essential 
to a theoretical understanding of popular music (for example Middleton, 1990; Moore, 
2003; Tagg; 1998), and explicitly or implicitly sociological content in programmes is 
common.
10
 Theorising the nature, status and value of popular music is a key feature of 
programmes, which Tagg (1998) and Waksman (2010) claim is characterised by an 
inappropriate obsession with Adorno and the Frankfurt schoolÑa feature which Alan 
Dumbreck, a grandee of higher popular music education, also refers to and bemoans in his 
interview with Cloonan and Hulstedt (2012). 
Owing in part to its origins, the academic discipline of popular music studies can 
be seen to exemplify many of the features associated with the changing culture of higher 
education, and which have precipitated forthright debate thereof. Binaries of theory and 
practice, of the musical and extra-musical, of informal and formal learning and of 
scholarship and musicianship, together with different understandings of the parameters of 
the discipline and indeed its object of study, all contribute to a complex terrain of 
competing values. 
3.6 Summary 
This chapter has given an overview of higher popular music education in the UK 
context, the domain within which this study's investigation takes place.  It began by 
summarising the origins of Western art music and institutional music education, which 
represent a contextual counterpoint to the origins of popular music and popular music 
education in the UK; examples were also given of popular music education in an 
international context, offering a further point of comparison. It went on to discuss higher 
popular music education in detail, identifying disparities between research and practice and 
an inherent tension between scholarship and musicianship. It then discussed an emerging 
body of research concerned with the formal education of popular musicians, and 
considered the impact of such research on practice. The current reality of UK higher 
popular music education was then summarised, including provision, access and curriculum 
content.  Issues relating to pedagogical innovation, programme content and nomenclature 




Based on a reading across of programme content as presented on programme websites.  Also noted by 
Cloonan and Hulstedt (2012) 
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and the discipline's establishment within higher education, all pertinent to this study, were 




This chapter provides a detailed account of my research design and methodology. It 
begins with a discussion of case study methods, and reviews some literature that has 
informed my multiple-case study design. It then accounts for data collection, outlining the 
composition of my data set, justifying my choice of data collection tools and considering 
some associated theoretical and practical issues. Each instrument is discussed in detail, 
including a review of relevant methodological literature. My approaches to transcription, 
coding and analysis are then summarised. Finally, the ethical considerations of the study 
are discussed. 
4.1 A Multiple-Case Study Approach 
As discussed in Chapter 1, this study seeks to gain insight into the values at play within the 
academic field of Higher Popular Music Education in the UK.  As such, it takes the 
academic field at large as its object of inquiry, and offers theoretical propositions that 
enrich understanding thereof.  However, research through literature review and pilot study 
highlighted a high degree of heterogeneity within Higher Popular Music Education in the 
UK, and suggested that contextual differences relating to (for example) institutional type 
and geographical location impacted upon the values held on, inculcated through, and 
informing music programmes.   As such, the study's research design needed to facilitate 
inductive exploration of these contextual differences, and also allow for the gathering of 
rich-thick data appropriate to inquiry into a complex phenomenon with human actors.  
Accordingly, I opted to follow a multiple-case study approach that took four instances of 
the object of inquiryÑ that is, four popular music degree programmes purposively selected 
to account for the dimensions of heterogeneity identified through pilot study and literature 
reviewÑ as its cases and units of analysis (Yin, 2003).  This facilitated a comparative 
framework through which the uniqueness of each case could be considered against the 
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others.   Across the range of case study literature I identified two key methodological 
theorists whose approaches chimed with my study's requirements.  Outlined here are the 
methodological features of case study as proposed by Yin (2003) and Stake (2003), and my 
application of them.  
Although not exclusively qualitative, case-study research as proposed by Yin 
(2003) typically involves the gathering of rich-thick data for the purpose of finding out 
how and why (Yin 2003) phenomena occur. It therefore has an obvious affinity with 
qualitative methods like interviewing, and with paradigms seeking to enrich understanding 
of phenomena rather than those pursuing positivist agendas. It was therefore an ideal 
approach for this study, which sought to gain a deep understanding of music degree 
programmes by investigating them in-depth. YinÕs (2003) summary definition of a case 
study is as follows: 
1 A case study is an empirical enquiry that investigates a contemporary phenomenon in 
depth and within its real-life context, especially when -  
2 the boundaries between phenomenon and context are not clearly evident 
3 The case study inquiry copes with the technically distinctive situation in which there 
will be many more variables of interest than data points, and as one result relies on 
multiple sources of evidence, with data needing to converge in a triangulating fashion, 
and as another result benefits from the prior development of theoretical propositions 
to guide data collection and analysis (Yin, 2003, p.13) 
 
Relating this definition to the requirements of this study, it clearly accounted for 
the apparent reflexivity between context and phenomenon that emerged from the pilot 
study, and for the many variables potentially impacting upon the interplay of values within 
the field. YinÕs (2003) model thus allowed me to investigate the contemporary 
phenomenon of popular music in higher education through engaging empirically with the 
real-life contexts of popular music degree programmes and drawing on multiple data 
sources. However, I adapted YinÕs approach to incorporate StakeÕs suggestion of using 
theoretical issues (Stake, 1995), as opposed to narrower propositions, to allow more space 
for inductive reasoning while still lending focus to data collection and analysis (Stake, 
1995).  These are outlined below.  
4.2 Theoretical Issues 
My theoretical issues were developed from the findings of the pilot study and from the 
literature review, and were constructed as follows: 
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4.2.1 The message systems of education 
As discussed in Chapter 1, I adapted BallÕs (1994) idea of Ômessage systemsÕ 
through which educational values are transmitted, and identified six: Curriculum, 
Assessment, Pedagogy, Institution, Lifestyle and Market. This provided a framework 
against which interview schedules and observation protocols could be formulated. 
4.2.2 Authenticity and commercialism 
These categories emerged in the literature review and pilot study as key areas of 
value struggle in both popular music and higher education. 
4.2.3 Art school/conservatoire/business school trialectic 
Pilot study findings, together with informal review of programme webpages, hinted 
at a range of epistemic approaches within higher popular music education. I expanded 
upon one respondentÕs suggestion of an ÔArt SchoolÕ/ ÔConservatoireÕ dialectic by 
incorporating ÔBusiness SchoolÕ as a further approach within a trialectic. The literature 
reviewed (in particular Cloonan, 2005; Cloonan & Hulstedt, 2012) also suggested 
differences in emphasis along these lines. This issue focused investigation on programmesÕ 
epistemic emphases and pedagogical approaches, and the value implications thereof. 
4.2.4 Locale 
This issue, also derived from the pilot study and literature review (in particular 
Papageorgi et. al, 2010a), focused attention on the impact of locale-specific factors 
(available resources, cultural heritage, socio-cultural norms and traditions, industry and 
economy, local educational policy) on value formation. 
4.2.5 Canon 
This issue arose from the literature review. It focused on evidence of canons, 
whether musical, cultural, educational or other, that might inform the emphases and 
practices of the cases. 
4.2.6 Transactional and principle values 
This issue arose from the literature review. It focused on the interplay of 
transactional values of benefit and sacrifice, and principle values relating to issues such as 
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educational purpose, cultural value and social justice, in how the value of higher popular 
music education was appraised and rationalised. 
4.2.7 Macro, Meso, Micro 
These distinctions derived from SkeltonÕs (2012) notion of three domains in which 
values operate within education, which are adapted to serve as levels (see Chapter 2, p.19). 
This issue relates to the proposition that values deriving from macro (the state, wider 
society), meso (the institution) and the micro (the programme and its human subjects) 
interact. 
These issues guided inquiry towards the theoretical foci of the study. They were 
addressed through data collection, and thus have an inevitable bearing on the themes that 
emerged through analysis (see Chapter 6). 
Yin (2003) advises drawing up protocols before beginning fieldwork in order to 
keep the study targeted on the appropriate foci and enable the researcher to anticipate 
potential problems in advance. I drew up protocols based on YinÕs (2003) model for each 
case prior to data collection. Each protocol functioned as a critical Ôto-doÕ list, forcing me 
not only to plan and order tasks scrupulously but also to justify to myself the 
appropriateness of methods used. They also reminded me to consider mundane issues such 
as practical resources (having enough pens, batteries in the recorder, etc) and money (such 
as when to buy cheap train tickets). A particularly useful feature of YinÕs (2003) approach 
is a system for ordering questions into levels according to their scope. Within this system, 
level one questions are Ôunit of data collectionÕ questions, such as a researcher might ask a 
participant during an interview. Level two questions on the other hand relate to the Ôunit of 
analysisÕ (the case); they are questions asked by the researcher of him/herself during and 
after data collection. These distinctions remind researchers to consider whether questions 
asked during data collection (level one questions) are relevant to the research foci, and, in 
studies where the unit of analysis is institutional as it is here, they ensure that a 
researcherÕs focus does not shift too much towards individuals and away from the wider 
case. Levels three and four contain questions for consideration after data collection and 
analysis has ended, such as how the study complements or contradicts existing research. 
Although these remain unanswered during the case study process, Yin (2003) advises they 
should be included in protocols because they exert a quality control influence, helping 
again to emphasise the focal parameters and objectives of the study. These questions are 
however primarily addressed during theoretical triangulation (see Chapter 7) 
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Tensions might be seen to exist between YinÕs (2003) guidelines for case study 
research and approaches to analysis that seek to understand that which is not always made 
explicit. For example, Yin (2003) warns that inference drawn from textual data can lead to 
Ôfalse leadsÕ (p103), which might be seen to contradict the pursuit of second-order meaning 
through techniques such as discourse and document analysis. While mindful of YinÕs 
concerns however, I found that the case-study model itself did not hold any inherent 
restrictions regarding how analysis could be conducted, and could comfortably 
accommodate my analysis strategies (reported in 4.6, Analysis). 
In the presentation of my case studies I have drawn on the recommendations of 
both Yin (2003) and Stake (1995). In particular, I have followed YinÕs (2003) fourth 
suggested model for reporting multiple-case studies, in which the findings from all cases 
are presented together according to common themes, contexts or chronologies, followed by 
cross-case discussion. This takes place within Chapters Six and Seven. 
However, I have also taken StakeÕs (1995) suggestion of offering descriptions for 
each case in order to allow the reader to engage vicariously with the ÔfeelÕ and identity of 
the cases as the researcher has experienced them, and also to Ôremind the reader that the 
report is just one personÕs encounter with a complex caseÕ (Stake, 1995, p.123). The 
summary profiles presented in Chapter 5 serve these same functions as well as giving 
descriptive, contextual information for each case in advance of the cross-case findings 
presented in Chapter 6. 
4.3 Data Collection 
This section gives an account of my choice of data and collection instruments:  
institutional literature, observation, semi-structured interviews and focus groups.  These 
are addressed in turn (Table 2, p.83, details the data collected for each case). 
4.3.1 Institutional literature 
Atkinson and CoffeyÕs (2011) assertion that social settings can be self-
documenting is particularly apposite in the context of education, where written texts 
accompany and shape all facets of educational practice. Atkinson and Coffey (2011) add 
that in spite of this, much contemporary social science research privileges orally-
transmitted data to the extent that Ôorganisational and even educational settings are 
implicitly represented as devoid of written documentsÕ (p.78). This downplays the ubiquity 
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of documents within social life, and the active roles they play in shaping values and 
practice. Within a study such as this that seeks to understand subjective realities, with the 
proviso that subjectivity can be obscured within institutions, institutional texts must be 
seen to represent Ôdocumentary realitiesÕ (Atkinson & Coffey, 2011, p.77) that are as 
worthy of attention as those that are orally-transmitted. My inquiry into the values 
operating within popular music degree programmes therefore needed to give due attention 
to the documentary realities existing within the cases under focus, with Ôa clear 
understanding of how documents are produced, circulated, read, stored and usedÕ 
(Atkinson & Coffey, 2011, p.79). Documents like handbooks and websites needed to be 
treated as primary data rather than background literature, equal in value to interview- and 
observation-generated data and just as ripe for analysis. 
A dataset was generated by collating important written texts associated with each 
case. While permission was granted by gatekeepers to access some internal literature such 
as programme and module handbooks, most texts were readily accessible in the public 
domain. Documents included: prospectuses; websites; other promotional literature or 
artifacts (e.g. promotional CDs, films); programme and module handbooks; assessment 
criteria. Texts were coded and analysed using a mixture of content, discourse and semiotic 
analysis techniques (discussed under 4.6, Analysis). 
4.3.2 Observation 
During visits to each case site, I recorded observations concurrently with other data 
collection activities. Observations could refer to location, dcor, the size of spaces, or to 
activities such as (as featured in one case) performances in communal areas or (as featured 
in another) an informal jam between students in an open classroom. I created an 
observation record sheet to structure my observations, divided into ÔbanksÕ according to 
different foci. This served as a sort of preliminary coding process, and provided a more 
approachable foundation for analysis later on. Where an observation related to more than 
one bank, it was recorded twice, with cross-references. 
Stake (1995) notes that observational records of this kind have researcher-oriented 
and reader-oriented functions; they lead the researcher to develop a better understanding of 
a case (the primary purpose of data), but can also help to construct a descriptive impression 
to give readers vicarious experiences (Stake, 1995, see Chapter 5) of being present within 
the case. I kept these dual functions in mind when making observations, and highlighted 
notes that could be used descriptively to enrich readersÕ mental impressions in addition to 
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being analysed as data. A third function of observation records was to provide me with 
interview stimuli; this is discussed below in relation to interview design. 
As discussed above, these observations were made throughout site visits, and 
concurrently with other methods of data collection. As such, while they followed a 
protocol, they were not bound to a rigid, time-dependent structure. To ensure that my 
presence was unintrusive, I adopted inconspicuous vantage points where possible, and 
rather than walk around with my clipboard ÔprimedÕ, I stopped periodically to record notes. 
4.3.3 Staff interviews 
Interviews were conducted with teaching staff at each institution. Prospective 
participants were selected on the basis of their role within the programme, the amount of 
time they had been working on the programme (new members of staff were avoided), and 
their availability. In the first instance I contacted a gatekeeper from each case, identified 
through preliminary internet research. In three cases these were programme leaders but in 
one case was a non-teaching principal. Once permission to undertake research at each 
institution was granted I sent each gatekeeper an email for forwarding to teaching staff, 
explaining my research and inviting them to participate in an interview. Response to these 
emails was nil in all cases except one, where four members of staff volunteered their time. 
For the other three cases I sent a further round of emails, targeted to individual staff 
members, but this also generated a nil response. Despite this however, I was ultimately 
able to interview the programme leaders of three cases, and the deputy programme leader 
and admissions tutor for the fourth. I interviewed a further two members of staff at one 
institution. Interviews lasted between forty-five and ninety minutes. Three interviews were 
conducted by telephone and three were conducted face-to-face during site visits. 
4.3.4 Semi-structured interview 
As noted by Rubin and Rubin (1995), there are differences in design and approach 
for interviews that seek answers to specific questions, and those with a non-positivist 
agenda that seek to draw out subjective meanings, behaviours and feelings. Since my needs 
fitted with the latter (although I occasionally checked facts and asked more specific 
questions relating to dates, resources etc) I chose a semi-structured interview design. Open-
ended, semi-structured interviews are an ideal tool for generating detailed ÔpicturesÕ, as 
they give the researcher (as interviewer) the flexibility to pursue emerging themes and 
issues as they arise, and engender an atmosphere conducive to interviewees presenting 
80 
their thoughts freely and reflectively, and in which they are more likely to Ômake explicit 
what might hitherto have been implicitÕ (Arksey & Knight, 1999, p.32). Rather than 
following a rigid, itemised question format, I devised interview schedules that were non-
sequential and made up of key words, concepts and phrases rather than fully formulated 
questions, to serve as aide-memoires (see Appendix IV). This helped to achieve the desired 
free-flowing conversational feel, diffusing potential issues of confidence and trust, and 
encouraged critical reflection in both interviewee and interviewer. For example, when 
discussing course design, teaching method and personal values, the open, semi-structured 
conversation gave space for participants to expand upon, qualify and justify their 
statements, where a rigid schedule of questioning might have felt leading or limiting. 
A potential danger of semi-structured interviews is their occasional tendency to 
meander away from the research objectives, leading to a glut of surplus data of limited 
relevance. This can significantly inflate the task of sorting and coding responses, and can 
also corrode the analytical focus if categories are created that do not correspond to the 
research questions. To guard against this I made sure that interview schedules 
corresponded to the studyÕs theoretical issues, and made a conscious attempt during 
interviews to be assertive in drawing conversation back to the research issues. 
First-phase interview questioning. Although semi-structured interviews do not 
follow a rigid, linear approach, allowing for flexibility in terms of when and how issues are 
discussed, I nonetheless collated the themes and issues into two 'phases'. The first phase of 
each interview focused on participantsÕ musical, professional and educational perspectives, 
in order to generate an in-depth understanding of the formative experiences, beliefs and 
values underpinning their practice and understanding of popular music in (/and) higher 
education. I encouraged participants to discuss their own musical and educational 
backgrounds and the musical, educational and professional values they held. This phase 
also served to 'warm up' the participants, providing opportunities for them to talk at length 
about something they were familiar with (their own lives and beliefs). 
Second-phase interview questioning. The second phase of each interview was 
geared towards addressing my theoretical issues, and required participants to discuss more 
specific aspects of their programmes and relate this to their personal values. Where the 
themes of discussion aligned with insights gained through other data types, I sought 
participantsÕ perspectives regarding my field notes and/or documentary data, and, in cases 
where I had observed the interviewee teaching, my observations thereof. This aspect of the 
interview was informed by stimulated recall methodology, though it did not itself qualify 
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as such; stimulated recall in education research typically involves making a video 
recording of a lesson or other educational event, which is then used to stimulate a 
participantÕs (usually the teacherÕs) memory (Calderhead, 1981). The participant is then 
asked to explain certain behaviours or actions highlighted by the researcher, in order for 
the researcher to identify the cognitive systems behind decision-making. It is favoured in 
education research as an alternative to Ôthink-aloudÕ approaches that may be considered too 
disruptive for classroom settings (Lyle, 2003). For the purposes of this study however I felt 
that video had the potential to be disruptive, particularly where creative practice might take 
place. Moreover it might arouse suspicion as to the purposes of my collecting video 
footage; institutional gatekeepers can be happy for a researcher to visit and observe but can 
often object to what they perceive as Ôbulletproof evidenceÕ (Eberle & Maeder, 2011, p.66) 
being taken. Since the focus of my interviews was not solely on pedagogic practice and I 
did not seek to stimulate participantsÕ recall of specific instances in their own teaching 
practice but rather to respond to a broader range of informal observations (detailed above), 
field notes were a more suitable and practical means of stimulating participant reflection. I 
incorporated descriptive statements from my observation notes into interview schedules, 
relaying an observation statement to the participant and then asking them to expound upon 
it if they could and wished. For example: 
Tom: it was interesting, [...] some of the groups were entirely different to one another in 
how they responded to the task at hand, and in their interactions with each other. 
DPL: Yes 
Tom: And the fact that it was a peer review exercise, but also a sort of peer assessment 
thing. Does peer assessment occur a lot on the course, across other modules in a similar 
way? 
(Extract from an interview with a programme leader) 
4.3.5 Student interviews and focus groups 
As with staff interviews, once I had secured permission from institutional 
gatekeepers I asked them to circulate an email to all students within each case, in which I 
detailed my research project and invited them to participate in focus groups and interviews 
on the date of my forthcoming site visit. While response to these emails was in all cases 
nil, all of the students I eventually recruited for participation remembered having received 
an email and were thus already familiar with my project, reducing the need to explain on 
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the spot. I recruited students during my site visits by approaching them and asking them to 
participate. Institution DÕs deputy programme leader and Institution AÕs programme leader 
presented me to the students at the end of a lecture, explaining who I was and why I was 
visiting that day, and that I would be grateful of their participation in my research. At 
Institution C I was shown by the programme leader to the student common room and 
introduced to the students who were present, but unfortunately no popular music students 
were among them at that time. 
I had hoped to conduct at least one individual student interview and one student 
focus group at each site, but due to poor email response, and to unforeseen circumstances 
during site visits, I was unable to meet this target (except at Institution A, where I 
exceeded it). However I was granted individual student interviews at all cases except 
Institution C, and focus groups everywhere except Institution D. Ultimately therefore, 
while my exact target was not met, I was still able to gather multiple student perspectives 
from each case (see Table 2 hereafter). 
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Table 2. Data make-up for each case. 
 
Institution A Institution B Institution C Institution D 
Staff interview  
1 (by telephone) 3 (2 face to face, 1 
by telephone) 
1 (face to face, 
during site visit)  
1 (by telephone) 
Student interview  
2 (face to face)  1 face to face, 
during site visit 
0 2 (1 by telephone, 
1 face to face) 
Student focus 
group  
3 (12 students)  
 
1 (4 students) 1 (3 students) 0 
Site visits 1 2 1 2 
Lesson 
observation 











































All individual student interviews were conducted face-to-face during site visits, 
except for one conducted via telephone and one conducted face-to-face at a later date (both 
Institution D students). These lasted between thirty minutes and seventy minutes. A two-
phase approach, similar to that used for staff interviews, was used. Focus groups were 
recruited either by approaching individuals, requesting their participation and asking them 
to convey the request to their peers, or by approaching entire groups (outside of rehearsal 
rooms, for example). The focus group sessions lasted between forty-five and ninety 
minutes. As with the staff interviews, a first phase was conducted in which I asked about 
their musical backgrounds, followed by a second phase in which the discussion was open, 
and concerned their experiences of studying on (and reasons for choosing to study on) the 
programme, their musical values, their professional/vocational aspirations and so on. 
The decision to use focus groups for gathering student data was practical as well as 
epistemological. In practical terms, focus groups enable researchers to gather data from a 
range of participants in the same sitting. Given the restraints of time, place and calendar, 
they were a valuable addition to one-to-one interviews as they gave me access to the 
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perspectives of far more students within the limited data-collecting opportunities I had 
available than if I had only conducted one-to-one interviews. 
Although I did not formally test focus groups as a data collection tool in my pilot 
study I had used them professionally in the past while working as a programme 
administrator in a conservatoire (immediately prior to beginning my PhD study). The 
context in which I had conducted focus groups (as part of module and course evaluation 
for music degree courses) was comparable enough to the current context for me to feel 
confident of having tested focus group interview for its appropriateness, and for my ability 
to use it effectively. 
An unfortunate result of the history of focus group research methods (they were 
first used in commercial market research and only later adopted by academic research 
communities) is that much of the methodological literature available on focus group 
research covers approaches that would be unsuitable in a social science context, or would 
at least need to be significantly adapted. Such texts can be useful in highlighting relevant 
operational issues, but the epistemological space separating market research approaches 
and social research approaches should be mindfully acknowledged when drawing up a 
focus group design. Market research focus groups tend to use groups formed purposively 
from strangers (thus avoiding any prior Ôgroup statusÕ) for reasons of representativeness, 
because the information yielded by the focus group is intended to reflect the opinions of 
wider populations, or markets. In such contexts, any peculiarity in or of groups might 
negate this representative function. Within social research however, using pre-existing 
groups can have many advantages (Bloor, Frankland, Thomas & Robson, 2001). In 
practical terms, using pre-existing groups can dramatically reduce the time required to 
recruit participants, as arrangements can be made with representatives who can in turn 
communicate with the other members on the researcherÕs behalf, and furthermore a pre-
existing collective identity can promote a shared sense of responsibility for attendance and 
participation, helping to reduce the chance of no-shows. In addition, familiarity within a 
group can help to maintain productive levels of conversation because the prospect of 
interaction with strangers, which might daunt shy and reticent participants, is removed. 
Further still, participants are likely to be familiar with their fellow membersÕ 
conversational styles, and can feel more comfortable interrupting or interjecting, safe in the 
knowledge that they will not cause offence. Finally, pre-existing group members are often 
familiar with each otherÕs experiences and can remind each other of illuminating details, 
anecdotes, and so on. Where the level of familiarity is closer to that of friends than 
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acquaintances, this can extend further to group members challenging each otherÕs opinions. 
From an epistemological perspective, the use of pre-existing groups can arguably generate 
more ÒnaturalÓ data, because the focus group event is more similar to a naturally-occurring 
one. Members may speak in the same argot used to communicate with each other outside 
of the focus group, allowing the researcher to access the terminology and phraseology in 
which participants naturally couch and construct their experiences and perspectives. 
It should be emphasised that focus groups, and in particular those using pre-
existing social groups, offer more than an opportunity to interview individuals 
simultaneously, and data should not solely be reduced to a collection of individualsÕ 
responses during analysis. They also yield data relating to collective judgements (Bloor et 
al., 2001), and to the normative assumptions that are drawn upon in making them. Indeed, 
they are uniquely powerful in this respect because these normative assumptions will 
usually go unexamined; within a focus group however, the researcher can draw them to 
light and lead the group to reflect upon them. Further still, as Kitzinger (1994) suggests, 
pre-existing focus groups Ôprovide one of the social contexts within which ideas are 
formed and decisions are madeÕ (p.105)Ñ the dynamics of the focus group setting not only 
reveal normative assumptions, but can potentially reveal the social processes that underlie, 
reinforce and generate them. 
Pre-existing groups were used in all cases, although the nature and extent of their 
prior association varied; some were members of the same module groups, some were 
members of musical ensembles and some were from friendship groups. Incorporating 
different types of group into a study design is recommended by Bloor et al. (2001) as a 
more feasible alternative to reconvening focus groups as it allows for contextual variety to 
be brought to bear on data analysis. In all groups, participants appeared at ease with each 
other and comfortable expressing themselves within the group. 
It is commonly advised that the ideal focus group should have between six and 
eight participants (Bloor et al., 2001). However, acknowledging that focus groups can 
mirror naturally occurring settings in which collective judgements are formulated, it 
seemed appropriate to study the interactions of groups of a naturally occurring size. Within 
popular music, ensembles typically comprise three to five members (this is the case not 
only within instrumental genres such as rock and funk, but also within vocal-oriented pop, 
rap and electronica, and even DJ cohorts). In my personal experience as a musician, groups 
of this size tend to be conducive to collaboration and openness; adding extra participants to 
such pre-existing groups would risk jeopardising these dynamics. Similarly, within a 
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higher education context, collaborative projects typically involve small groups, and such 
groups are again usually lateral rather than hierarchical. In general therefore it was 
reasonable to assume that groups of this size would feel familiar and natural to music 
students whose social lives functioned around (and perhaps even entirely within) their 
musical and educational lives. No focus group had fewer than three, and most had four or 
five participants. 
Greenbaum (2006) warns that not everyone possesses the requisite skills or 
attributes to moderate focus groups. He lists seven Ônatural characteristicsÕ that a focus 
group moderator should possess: ÔSuperior Listening AbilityÕ; ÔExcellent Short-Term 
Auditory MemoryÕ; ÔWell-OrganizedÕ; ÔA Quick LearnerÕ; ÔHigh Energy LevelÕ; 
ÔPersonable [nature]Õ and ÔWell-Above-Average IntelligenceÕ (Greenbaum, 2006, pp.77Ð
78). This list served as a valuable reminder of my duties as a moderator, and of my 
potential strengths and weaknesses. 
Perhaps the most significant characteristic listed above is short-term auditory 
memory. According to Greenbaum (2006) this is essential for two reasons; the first, that it 
enables the researcher to recall the salient points of the interview for the purpose of report 
writing, is less important in social research, where more rigorous data capture methods 
such as audio recording should ideally be used. The second reasonÑ recall during the 
focus groupÑ is however pertinent. The researcher must be able to remember what 
participants have said throughout in order to establish ÔworkingÕ themes, prompt 
discussion and identify any inconsistencies or changes in participantsÕ views. To aid this 
element of moderation I found it useful to note down short, one- or two-word memoranda 
on my interview schedules. 
Choosing venues for interviews and focus groups was a balancing act between 
privacy and informality. Educational spaces were often in high demand for teaching, music 
making and other activities. On the other hand, communal spaces were noisy, and held the 
risk of participants becoming distracted by their colleagues and friends, or of the sessions 
being interrupted unintentionally by outsiders. I decided that cafes or pubs would be good 
sites to conduct focus groups as they provided comfortable seating and refreshments and 
were typically only a short walk from the case sites. For one case I was able to conduct 
focus groups in the student union caf, and for another two in local pubs of the studentsÕ 
choosing. I incentivised all interviews to the best of my financial ability by providing 
coffee, or polite quantities of beer if preferred. 
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Some of the advantages, discussed above, associated with the dynamics of focus 
groups can have disadvantageous counterparts. For example, while familiarity among a 
pre-existing group can be productive because it mitigates against potential shyness, it may 
also have the opposite effect of suppressing the voices of members who, within a group of 
strangers, might feel liberated from peer pressure and social expectation and express 
themselves more freely. As a result, what might appear as points of consensus within a 
focus group may in fact reflect pressure felt by participants to align themselves with 
dominant perspectives. As discussed above, however, as well as seeking the opinions of 
the members of the focus groups, I was interested in the processes by which normative 
social values are formed. I therefore had to moderate the focus groups in such a way that 
engaged the quieter group members and encouraged a plurality of perspectives, and at the 
same time recognised the event as an instance of social dynamism and made room for this 
to be explored. 
A number of other disadvantages associated with focus groups needed to be 
considered. Firstly, because of the free flow of discussion and the number of voices 
potentially speaking at the same time within a focus group, an overwhelming amount of 
irrelevant text can be generated. There was no easy solution to this problem other than to 
moderate closely; ultimately it was felt that the fundamental strengths of the focus group 
method should not be put at risk by time-saving adaptations, and that free, natural 
conversation, even where it meandered to a time-consuming degree, was preferable to 
concise but overly-guided conversation. 
4.4 Recording and Transcription 
Interviews were recorded using a small digital voice recorder. This was always 
clearly visible but unobtrusive, and successfully recorded the interviews clearly, with the 
exception of a few occasions where the level of background noise was high. In order to 
facilitate substantive and discourse analysis strategies, the interview recordings were 
transcribed verbatim. I tried to transcribe speech as faithfully as possible by including non-
lexical utterances such as ÔummÕ and ÔerÕ, and where interviews were conducted face to 
face, noting contextually significant non-verbal elements, such as facial expressions, 
nodding, gesticulation and so on. In order to enhance readability however, interview data 
are presented in the thesis (Chapter 6) in smooth verbatim, with non-lexical utterances 
omitted and significant non-verbal elements (such as laughter) noted in brackets. 
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As with the one-on-one interviews, I recorded focus groups using a digital voice 
recorder and noted significant non-verbal features such as gesticulation and facial 
expressions, registering the time at which they occurred so as to be able to incorporate 
them into the transcriptions easily. In addition however I needed to be able to indicate 
where participants interjected or spoke at the same time. For this reason I used Celtx, an 
easy-to-use freeware scriptwriting programme which divides the transcript where 
necessary into two columns to accommodate passages of dual/multiple dialogue (two or 
more participants are speaking at once): 
 
 
4.5 Practical Constraints 
The educational focus of the study imposed some practical restraints on the 
research design. All data collection needed to take place during an academic year running 
approximately from early October until early April, when assessment began. In addition, 
winter and spring breaks of around three weeks each, and reading weeks, all reduced the 
time available for data collection. Still more complications arose from the part-time or 
visiting status of teaching staff whose timetables were contingent upon parallel 
professional commitments, and from student work experience placements conducted 
during term time. Because of these restrictions it was necessary to gather large amounts of 
data in short, concerted bursts during the second term of the academic year. A 
chronologically-phased approach was not therefore feasible. The iterative possibilities of 
data capture were therefore limited to an inevitable degree, as I was unable to pursue 
emerging issues through multiple interviews with the same participants. However, 
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processes of member validation (Kvale, 2007) allowed for limited revisiting of themes 
emerging from initial data. 
4.6 Analysis 
I had employed grounded theory methods of analysis for the pilot study, in 
particular CharmazÕs coding techniques of ÔselectiveÕ, ÔopenÕ and ÔaxialÕ coding (Charmaz, 
2006). While I found coding to be effective for ordering interview data according to 
emerging themes, I did not feel it was necessary to separate the process into these three 
rigid phases. Not only can such a meticulously prescribed approach be restrictive, but the 
technical jargon it employs can convolute research reports for readers. Moreover, within 
the literature of grounded theory technical definitions and terminology can differ according 
to whose approach one follows, and I wanted to avoid any ambiguities or 
misunderstandings that might result from this. Instead I sought a method of analysis that 
facilitated thematic coding but dispensed with technical jargon in favour of plain, 
approachable language; the Inductive Approach as outlined by Thomas (2006) offered 
such a method. Like grounded theory, it allows findings to emerge according to themes 
through multiple re-readings of raw data, and works ÔupwardsÕ from the data to formulate 
theory. In this respect, the approach concurs with YinÕs (2003) idea of Ôanalytical 
generalisationÕ (p.36) (in contrast to statistical generalisation) in which case study data can 
be Ôgeneralised to theoryÕ (p.37). 
Research studies are arguably never entirely inductive, since the formulation of 
research questions inevitably involves a degree of deductive reasoning and is typically 
preceded and accompanied by reading across related literature. What is important however 
is that within the Inductive Approach (Thomas, 2006) the coding and analysis of primary 
data proceeds inductively, through identifying and refining thematic categories as they 
emerge from readings and re-readings of raw data. These categories are given plain-
language names and short descriptions. Statements of text are then allocated to the most 
appropriate category, and if necessary to more than one category. If categories become 
bloated or amorphous, subordinate categories are created. Finally, links are identified 
between categories, and choice statements are identified that can be used to demonstrate 
the internal dynamics of each category (contradictions, tensions, and so on). The desired 
outcome from this process is a summative framework of categories that conveys the key 
themes inherent in the raw data. 
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Some epistemological issues needed to be considered in relation to coding. Firstly, 
analytical approaches of this kind typically build categories according to what participants 
actually say; indeed, software packages used for qualitative analysis use keyword 
recognition as part of the code building process. However, in discourse analysis, the 
researcher must also pay attention to what is not said- the non-explicit and non-literal- 
when drawing inferences. In response to these issues I strove to adopt two analytical 
modes that accounted for these different levels of meaning. Informed by FordÕs (2010) 
adaptation of AndersonÕs (2003, cited in Ford, 2010) model of first- and second-order 
observations, I initially read across data in a first-order mode, focusing on their literal and 
explicit meanings and resisting the urge to draw inference. In doing so I identified themes 
that were straightforwardly present in the data. I then re-read the data adopting a second-
order mode of analysis, which sought to understand why and how those categories existed- 
what implicit discourses, processes, struggles or norms gave rise to categories, and by what 
means- and adapted the thematic categories accordingly where necessary.  
Table 3. First and second order analysis model adapted from Ford (2010). 
First phase analysis Second phase analysis 
What is being said? Why is it being said? What does it mean?  
What categories are emerging? Why are these categories emerging? 
What are subjectsÕ perspectives? What is being 
espoused?  
What do themes reveal about tacit values, 
knowledge and norms? 
 
This dual approach forced me to maintain an awareness of the need on the one 
hand to look beyond the explicit, challenge the taken-for-granted and draw to light hidden 
values, and on the other that of faithfully representing participants, institutions and 
phenomena and producing findings that would withstand scrutiny in terms of validity. It 
also supported YinÕs (2003) two-level inference model, according to which level one 
inferences are straightforward interpretations of specific pieces of empirical data, and level 
two inferences are more abstract and work towards theory building. 
4.6.1 Observation data 
An inductive approach can be used to analyse multiple data sets (Thomas, 2006) 
and thus allows for documentary data and observation notes to be coded into categories 
together with interview and focus group data. As discussed above (p.78) observation notes 
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had already been allocated to thematic banks during data collection according to 
observation protocols. This aided the process of coding the notes into categories alongside 
interview and focus group data as part of first-order analysis. 
4.6.2 Interview data 
Although Bloor et al. (2001) suggest that coding should ideally be kept 
ÔindigenousÕ (p.7) by constructing categories in the argots with which participants 
construct their experiences, to avoid misunderstanding and misrepresentation, this is 
problematic where it involves multiple data sets (such as, in this case, interviews with staff 
and student focus groups) reflecting multiple participants and multiple argots. I decided 
therefore to construct coding categories using the language in which the research report 
was to be written. By taking this approach, I was able to code jargon-heavy and slang-
heavy interview and focus group statements into the same framework of categories, and 
the use of (smooth) verbatim quotations in the thesis preserves participantsÕ constructions 
for readers. 
4.6.3 Document analysis 
I analysed institutional literature using techniques of discourse analysis and 
semiotic analysis. As with interview data, a glossary of terms was maintained in order that 
synonyms and connected phrases could be recognised during coding. I read documents and 
coded whole sentences or statements into categories according to themes; as such, the 
process was conducted in much the same way as that of analysing and coding interview 
transcripts. Extra-textual elements of documents such as images, visual design and, in the 
case of some web pages, sound and video, were described in note form in much the same 
way as for field observations. This allowed for these elements to be categorised alongside 
textual data. 
4.6.4 Triangulation and cross-case comparison 
Once each of the data sets had been coded into categories and analysed, three 
phases of triangulation began. It must be stressed that triangulation in qualitative research 
is not validatory in a manner equivalent to replication in science (Bloor et al., 2001); 
different methods yield different kinds of data that are not directly equivalent, and 
dissonance between data sets in triangulation may well be as welcome and crucial to 
findings as agreement, and form the basis of conclusions. Data triangulation should 
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therefore be regarded as a process of critical comparison with the aim of deepening 
understanding, rather than as a means of assessing the validity of data. 
The first phase of triangulation was within-case data triangulation; a comparative 
examination of all data collected for each institution, looking out for similarities and 
differences in findings between data sources. Thematic categories were synthesised across 
data sets to create new themes into which all forms of data could be allocated. This phase 
resulted in a coded data bank for each case containing data from all data sources: staff 
interviews; individual student interviews; student focus groups; observation (field) notes; 
documentation. It was also at this phase of analysis that the majority of surplus data were 
eliminated, although in order to allow for raw data to be revisited in light of themes that 
had emerged within other cases surplus data were not dispensed with entirely until the end 
of analysis. The coded data bank documents formed the basis for the next phase of cross-
case triangulation. In the interests of readability they are omitted from the body of the 
thesis, but an example document can be found in Appendix V. 
The second phase involved triangulation across cases, and was broadly equivalent 
to cross-case analysis as described by Yin (2003). The documents generated in the first 
phase were read and re-read in light of the themes that had emerged in each case, and 
where necessary raw data were revisited. New cross-case thematic categories were created, 
each structured internally according to comparisons across cases. The results of this 
process are presented as findings in Chapter 6. 
The last phase was theoretical triangulation, and is represented in Chapter 7. This 
involved a critical drawing-together of the findings presented in Chapter 6 and the 
discussion of existing research, policy and theory undertaken in Chapters 2 and 3, and the 
initial research objectives as determined in Chapter 1, in order to orient the studyÕs 
findings within wider contexts. As such, the theoretical triangulation phase marked a move 
away from a strictly data-driven approach towards a more theory-aware phase of inquiry in 
which theory was brought to bear on findings. The phasing is illustrated in Figure 3. 
 





To ensure the validity of interview data, three phases of validation as recommended 
by Kvale (2007)Ñ Ômember validationÕ, Ôpeer validationÕ and Ôaudience validationÕ 
(p.125)Ñ were followed. Member validation involved sending interview transcripts and 
summary analyses to participants, along with an offer to see a completed findings chapter 
in which their verbatim interview data were presented Ôin the roundÕ (this offer was taken 
up by three interviewees). This was done with all staff interviewees, as per ethical 
guidelines (see 4.8), and also for one student interviewee, for indicative purposes. 
Comments, corrections and clarifications were invited, and in three instances were 
returned. This ensured that the data presented within the thesis were free of transcription 
errors, and also that participants remained happy for their statements to be included, having 
been given the opportunity to review them with hindsight. In addition to validating the 
original interview data, this phase of validation also yielded additional data in the form of 
clarifications and elaborations, which were incorporated into my analyses. 
Peer validation involves having the interview data checked and reviewed by fellow 
researchers in the field. Due to the condition stipulated in my ethical approval documents 
that only myself and my supervisors should see the interview transcripts in their original 
form, I was unable to show them to any third parties. However, my supervisors were 
experienced researchers with expertise in related fields, and thus clearly met the criteria 
specified by Kvale (2007) for peer validators. In addition, my supervisors were shown the 
data at all stages of coding and analysis, and their reflections thereof helped me to consider 
alternative inferences, as recommended by Kvale (2007) and Yin (2003). In addition, 
following member validation a specimen within-case coding document was shown to a 
fellow doctoral researcher who was asked to provide comments concerning their 
impression of the appropriateness of my coding categories, and the placing of data therein. 
I was satisfied that this combination of peer reviewing was sufficient to fulfil the 
requirements of peer validation. 
The third validation phase, audience validation, involved presenting the data to its 
intended audience and gathering feedback relating to their impressions of the validity of its 
presentation. While the majority of data, at the time of writing, has yet to be published in 
written form, I had various opportunities to present interim findings at conferences, 
research seminars, and other events. This allowed me to gather audience feedback on my 
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methodology, my theoretical framework, my data and analyses thereof, which informed 
my inquiry throughout, helping to assure the validity of all aspects of the research. 
4.8 Ethics 
All participants in the study were over the age of eighteen and none could be 
considered vulnerable adults (in accordance with The Police Act 1997 (Enhanced Criminal 
Record Certificates) (Protection of Vulnerable Adults) Regulations 2000). The research 
was conducted in naturalistic settings, and the instruments used were chosen in part for 
their being comfortable for participants. There was therefore little risk of serious physical, 
mental or emotional harm to participants resulting from the research process. Nonetheless, 
some complex ethical issues needed to be considered. These related to: the risk of actual or 
perceived impact upon participantsÕ professional image; possible disturbance to the 
learning environment and experiences of case populations and damage to institutional 
public image. 
A first step to approaching the ethical dimensions of the study was to construct a 
ÔHippocratic oathÕ of general principles that the study would adhere to. This was informed 
by the reading of a range of ethics literature, and drawn up in reference to the British 
Educational Research Association (BERA)'s ethical guidelines (2011) and the British 
Sociological Association Statement of Practice (2004).  It can be found in Appendix I. 
Eberle and Maeder (2011) note that research participants in ethnographic studies 
within organisational contexts are simultaneously informants for the researcher, and 
members of the institution under scrutiny. While this was not an ethnographic study, their 
observation is nonetheless relevant; a recognition of participantsÕ dual roles is necessary 
for most organisational studies conducted by ÔoutsidersÕ. In adopting this dual role, a 
participant takes a degree of risk because he or she must consider the possibility of 
ramifications upon their status within the organisation. The researcher, via processes of 
analysis, reconstructs behaviours, tacit knowledge and other manifestations of routine 
practice (Eberle & Maeder, 2011), in effect taking ownership of statements away from 
participants and assuming authority over their meaning. Wariness and mistrust on the part 
of participants are understandable, and the researcher has a responsibility to preserve 
participantsÕ public image as a matter of respect and gratitude. 
Teaching staff were encouraged to share their individual experiences and 
perspectives as actors within institutions, but were simultaneously functionaries and 
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professional representatives of those institutions. In some instances, a degree of unease 
emanated from this dual position; participants and gatekeepers sought reassurances that I 
did not intend to pit them ÔagainstÕ other members of staff or other institutions, that I was 
not seeking to identify approaches as ÔgoodÕ or ÔbadÕ and that I was not questioning their 
professional integrity in general. Their anxieties understandably related to how they might 
be perceived by peers, superiors and outsiders, and more generally to the destabilising 
involvement of an outsider in their professional milieu. In order to overcome these issues, 
it was important that I established trusting field relations with participants (and with 
institutional communities generally). Maintaining transparency regarding the research 
aims, encouraging participants throughout to voice issues of concern and offering them the 
opportunity to check data were key in achieving this. It also allowed participants to feel 
invested in the project beyond their status as data sources. 
Going beyond reassurance and openness, I needed to respond to participantsÕ 
concerns in my own conduct as a researcher, to ensure that there was no actual danger of 
their professional image being compromised. Confidentiality was guaranteed to interview 
participants insofar as recordings and transcripts were concerned, and as a matter of course 
names and other distinguishing features of third parties referred to in interviews, by 
participants were removed from transcripts, except in one instance where the third party 
was a famous, deceased figure, and the context in which they were referred to had no 
ethical implications. Transcripts were stored on my personal computer and in my hardcopy 
files and not shown to any third parties other than my supervisors. As part of a process of 
member validation (Kvale, 2007, see p.93), gatekeepers were sent reports that summarised 
tentative findings, and staff interviewees were sent their interview transcripts and offered 
the opportunity to see summary findings on request. Students were not automatically sent 
their interview transcripts, but were given the opportunity to see the research findings on 
request. 
4.8.1 Anonymity 
The issue of anonymity was particularly complex in this study. The structures of 
Higher Education departments, and the status of Popular Music as a field within Higher 
Education in the UK, are such that any one identity within the study, whether of an 
institution or an individual, could betray others if known. With the name of a particular 
institution being presented, for example, the identity of staff members could be easily 
worked out with minimal effort. Similarly, should a member of staffÕs identity be revealed 
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through reference to their background (highly possible in a field where members of staff 
have often led, or continue to lead, high-profile performance careers), or through a 
combination of distinguishing features, then their institution and by association all staff 
therein would be easily identifiable. 
On the other hand, the issue of anonymity presents significant substantive 
difficulties, as the uniqueness of contextsÑ institutional, geographical and socialÑ and 
the personal experiences of respondents are crucial foci of the study. Attempting to 
safeguard anonymity by ÔcleansingÕ data might have led to the removal of essential 
features and resulted in data that were vague and unengaging, and in the worst cases too 
obscure to be of any substantive value. Furthermore, I was wary of the presumption, too 
often taken for granted in social research, that anonymity is the best way to honour the 
researcherÕs duty of care to participants. Scheper-Hughes suggests that Ôanonymity makes 
us forget that we owe our [...] subjects the same degree of courtesy in writing that we 
extend to them face to face in the fieldÕ (Sheper Hughes, n.d., quoted in Crow & Wiles, 
2006, p.5). While this is clearly not true in all cases, it is nonetheless important to bear in 
mind the possible effects of anonymity on the researcherÕs treatment of participants. 
Furthermore, it might be considered reasonable for participants who have given of their 
time and resources, and granted access to their lives and personal histories, to want explicit 
recognition for their involvement, particularly where no monetary incentive has been 
offered. I was concerned that the research project should not be perceived as ÔparasiticÕ or 
exploitative by participants, particularly as I did not share their profession and was not 
therefore prone to any potentially negative ramifications of publication. Encouraging and 
welcoming participantsÕ investiture was important in establishing trusting field relations, 
and their support and knowledge needed to be explicitly acknowledged where desired. 
In reconciling these ethical, substantive and operational issues, compromise was 
unavoidable. I decided that as the institutionsÕ distinguishing characteristics were central to 
the study, attempts to disguise them would inhibit and undermine the value of findings; 
cases had, after all, been chosen purposively on the basis of these distinguishing 
characteristics. I decided ultimately to anonymise the institutions (although each institution 
granted permission to be identified in the study) but maintain the significant distinguishing 
characteristics in their descriptions.   
I decided that in the interests of consistency all staff members should remain 
anonymous within the study. Those participants who wished to have their contribution 
explicitly acknowledged were named in the acknowledgements at the beginning of the 
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thesis alongside other people (not research participants) whose help I wished to 
acknowledge, while those who did not were thanked anonymously. Student participants 
were all anonymised. 
A possible danger of anonymity was that while the identity of a real interlocutor 
might be successfully disguised, a reader might ascribe interview data to the wrong person 
within an institution, thus impacting on the public image of a non-participant. There was 
no obvious systematic solution to this issue, other than to bear it in mind during the write 
up of findings. 
The question of how the research might impact upon teaching and learning needed 
to be broken down into two areas: data collection and dissemination. In the case of data 
collection, I was a non-participant observer and not actively involved in any institutional 
practice. It was therefore important to minimise my presence in natural settings such as the 
classroom and practice space. Interviews and focus groups were conducted around or 
outside of institutional timetables so as not to disturb teaching and learning. Arranging site 
visits as far in advance as possible and in accordance with institutional timetables, and 
consulting with course teams regarding suitable times to conduct interviews, ensured that 
disturbance was kept to a minimum. 
Regarding the dissemination of findings, the possible impact on teaching, learning 
and assessment needed to be carefully considered. Many student participants would still be 
enrolled on their programmes of study after the research had been completed and 
published; there was therefore a potential risk that their responses would be read by 
faculty, possibly impacting on student/faculty relations. However, I was satisfied that the 
anonymity of student respondents was a sufficient safeguard against this. As an added 
caution, student interview data presented within the thesis were scoured for any particular 
features that might expose the identity of participants. Where it was considered necessary, 
these details were amended to obscure the identity of participants while preserving the 
overall message. For example, a studentÕs reference to their hometown (such as ÔMarket 
HarboroughÕ) would be substituted for another of similar size (such as ÔFavershamÕ). 
4.8.2 Ethical approval 
Ethical approval for the study was granted by the University of Reading Institute of 
Education Research Ethics Committee in November 2011, by whom the pilot study had 
also been approved in November 2010. All gatekeepers and participants were presented 
with an information sheet detailing the purposes of the study, what was required of them 
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and how data were to be used, and a consent form. The consent form made clear that they 
had the option to withdraw from the study at any time. Ethical documents for the pilot and 
main studies are presented in the Appendices. 
4.9 Summary 
This chapter accounted for my research methodology. It began by justifying the use 
of a multiple-case study design, detailing how I have incorporated and adapted the 
approaches of Yin (2003), Stake (1995) and others. It then explained my choice of data 
collection instruments, and my approaches to data analysis and literature review. Finally, it 
discussed the ethical implications of the study, how these were addressed, and the means 




In the presentation of my case studies I have drawn on the recommendations of Yin 
(2003) and Stake (1995). In particular, I have followed YinÕs (2003) fourth suggested 
model for reporting multiple-case studies, in which the findings from all cases are 
presented together according to common themes, contexts or chronologies, followed by 
cross-case discussion. This takes place within Chapters Six and Seven. 
However, I have also taken StakeÕs (1995) suggestion of offering descriptions for 
each case in order to allow the reader to engage vicariously with the ÔfeelÕ and identity of 
the cases as the researcher has experienced them, and also to Ôremind the reader that the 
report is just one personÕs encounter with a complex caseÕ (Stake, 1995, p.123). The 
summary profiles presented in this chapter serve these same functions as well as giving 
descriptive, contextual information for each case in advance of the cross-case findings 
presented in Chapter 6. 
5.1 Case 1: BA Popular Music and Recording/BA Popular Musicology, 
Institution A 
Institution A's BA Popular Music and Recording was the first, and is the longest-
running and perhaps best-known Popular Music programme (now a pathway as opposed to 
a discrete programme, see below) in the UK, and has been at the forefront of developments 
in Popular Music Studies in the United Kingdom. Two former faculty members held early 
professorial Chairs of Popular Music Studies, and the majority of current faculty members 
are active researchers in the field. 
The School of Music is based in a former Victorian soap works a ten minute walk 
from the main university campus. It is a worn-looking but vibrant place, whose corridors 
reverberate with the sounds of trombones, choral singing and rock guitar. The building 
houses three high-specification recording studios, extensive rehearsal space, and a theatre. 
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Until 2011, a BA Popular Musicology that shared some content but had different 
emphases, specialisations and elective options, and programmes in non-popular music 
were also offered by the music department. From the academic year 2012/2013 onwards 
however, these formerly discrete programmes are being offered as pathways within a 
single BA Music. The programme leader explained that this has allowed for the Popular 
Music and Recording course title, a well-known ÔbrandÕ, to be retained, but also for a more 
holistic nomenclature, reflecting current curricula that are not bound to rigid distinctions of 
ÔpopularÕ or ÔclassicalÕ, and promoting an inclusive understanding of music, to be 
introduced. 
Teaching is delivered via a combination of lectures, seminars and tutorials, and 
one-to-one instrumental tuition in studentsÕ chosen instrument. Many Manchester 
musicians and industry professionals deliver masterclasses. Many of the programmeÕs full-
time faculty members are active musicians and perform regularly in and around 
Manchester, often at jam nights in a local pub frequented by the music departmentÕs 
community. 
The programme benefits from extensive links with the local and national music 
industry (or, to use the programme leaderÕs preferred terminology, Ôcultural economiesÕ) 
but does not, like some programmes, incorporate work placements as part of the 
curriculum. Although business-oriented modules have featured on the curriculum for a 
long while, the programme has not historically had a strong vocational focus. However, 
from the 2011/2012 academic year onwards the vocational, business-focused aspect of the 
programme had been increased, and had been incorporated into the curriculum at an earlier 
stage (it had previously only featured on the final year). 
5.1.1 The institution 
The University was established by Royal Charter in the late 1960s out of the an 
earlier technical college, following the Robbins Report into Higher Education (1967) 
which recommended the granting of university status to former colleges of advanced 
technology
11
. It is often considered a Ôplate-glassÕ university, although its architecture 
ranges from redbrick Victorian to twenty-first century chrome. Mature students make up 
over half of the UniversityÕs population, and over half of students are from the local area. 




The Robbins Report was not directly responsible for the conferring of University Status onto Institution 
A, but is nonetheless a salient indicator of the cultural and political climates out of which Institution A, 
and others, emerged.   
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The University is situated in Greater Manchester, a city with a strong and 
internationally renowned popular music heritage. The city has produced many successful 
acts across a range of genres, but is perhaps most commonly associated with guitar music 
(and to a lesser extent dance music), and with groups such as New Order, The Smiths, 
Oasis, the Stone Roses and those associated with the ÔMadchesterÕ scene of the 1980s and 
1990s. 
5.1.2 The programme leader 
The programme leader has twenty yearsÕ experience as a student and teacher in the 
department. She has taught on the programme for most of her professional life, having 
been offered a teaching post after graduating among the programmeÕs second cohort in 
1992. She later completed a masterÕs degree and PhD within the department. 
5.1.3 The students 
The majority of the 14 students (of 200 enrolled on the programme) I interviewed 
were originally from the north of England, while others came from Scotland, Kent and 
Somerset. Most had come to university directly after school or college, but a few had spent 
some years working in between. Some had not formerly studied music formally and had 
undertaken an initial foundation year as a route of access onto the BA programme. I 
interviewed students from the first, second and third years of the programme. The oldest 
interviewee was twenty-four, and in his second year of the degree (having also completed a 
year on the foundation programme). The youngest were eighteen. 
5.2 Case 2: BA Commercial Music at Institution D 
The BA Commercial Music at Institution D started in 1993, and was the first music 
degree with an industry focus to be offered in the UK. The first incarnation of the 
programme was written and pitched to the University by a small team of young musicians, 
music industry professionals and academics, some of whom were also responsible for 
setting up Rockschool, the leading accredited provider of graded rock examinations 
worldwide. It is currently one of four programmes offered within the UniversityÕs Music 
Department, all of which Ôare designed not only to educate you and extend your natural 
talent, but also to prepare you for your potential career in the music industryÕ (Department 
website). The programme is currently accredited by Creative Skillset, an industry body that 
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Ôsupports skills and training for people and businesses to ensure that the UK creative 
industries maintain their world class positionÕ (Creative Skillset, 2012). 
The programmeÕs curriculum is heavily oriented towards the commercial music 
industry. In addition to work placements, modules are targeted at specific areas of the 
music business, from performing in club and tour environments, to tour management, 
audio production and contract law. The majority of modules are experiential in design and 
intended to constitute authentic instances of commercial music practice. 
After an initial year in which students undertake modules in performance, business 
and sociology, and a Ôlearning burstÕ module designed to give all students a foundation in 
all areas of the programme, a range of elective modules allows students to specialise in one 
or more areas. From the second year onwards, music-making is not a compulsory aspect of 
the programme; both student interviewees had chosen not to take any performance 
elements. 
Most of the teaching staff on the programme are active music industry 
professionals and maintain parallel careers as musicians, producers and lawyers, among 
other roles. In addition, the maintaining of an extensive network of industry contacts, many 
of whom were alumni of the programme, allowed enabled the programme team to secure 
high-level work placements and other industry opportunities for students. 
The majority of the programme is delivered at a large, 60s-built residential campus 
in the outer north-west suburbs of London, and home to the School of Media, Arts and 
Design. Students have access to extensive facilities including industry-standard recording 
studios, sixteen rehearsal rooms, music labs and audio production galleries, as well as a 
music venue and nightclub. The Music Department has its own record label and music 
media company, and a number of industry-linked research hubs and other knowledge 
transfer projects. All of the programmeÕs teaching staff are industry practising 
professionals, and the programme relies on its links to hundreds of alumni now working in 
the creative industries to generate work placements, which form part of the curriculum. 
The programme team are Ôlooking for [students] who are out there, doing things in the 
industry, before they arrive at our door stepÕ and its website asserts that graduates ÔdonÕt 
succeed in the music industry, they shape itÕ (programme website). 
Admission onto the programme formally requires attainment of a UCAS point-
score of 160, although the programme is heavily oversubscribed and the average point-
score for applicants is 300. However, non-traditional qualifications are also considered and 
all applicants are required to undertake an interview/audition. There is also an alternative 
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access route for students studying towards a foundation degree at a local FE college. 
Although the majority of students are musicians in one form or another, musical ability is 
not a prerequisite for studying on the programme and students can audition with a business 
presentation in lieu of a musical performance or recording. 
5.2.1 The institution 
Institution D was formerly and polytechnic and was granted full university status in 
1992 following the Further and Higher Education Act 1992, and therefore counts among 
those institutions referred to as post-92 universities. 
Institution D has a student population of approximately 24,000 and, in common 
with most London institutions, a large proportion of international students. It offers a broad 
range of subject areas across the arts and humanities, social sciences and sciences, but is 
perhaps best known for its pioneering of new media-related subject areas such as media 
studies and commercial music, most of which are delivered at the UniversityÕs North 
London campus. 
Institution D has Ôalways believed that [a studentÕs] University experience should 
be designed to enhance [their] professional lifeÕ and places Ôas much emphasis on gaining 
skills relevant to the workplace as on learning the academic discipline that [students] are 
studyingÕ. (University website) The majority of students at the University work part-time 
alongside their studies. 
5.2.2 The location 
London is one of only two cities in the world awarded an Alpha++ rating according 
to the GaWC index, which ranks Ôglobal citiesÕ according to international economic, 
political, cultural and infrastructural significance (the other is New York). It is the 
epicentre of the UKÕs cultural life, and of its music, media and entertainment industries. 
Sony, Universal, EMI (Publishing) are just a few of the major music corporations that 
maintain their European bases in London. As might be expected of a city with LondonÕs 
rich cultural and demographic history, it has associations with a range of musical styles 
and artists, including punk, ska, British invasion rock ÔnÕ roll, house, garage, drum ÔnÕ 
bass, The Rolling Stones, Coldplay, The Sex Pistols and The Kinks. 
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5.2.3 The deputy programme leader 
The deputy programme leader was among those who designed the first incarnation 
of the programme in 1993 and is currently the convenor, admissions tutor and senior 
lecturer on the programme, and leads the Music DepartmentÕs research group. His teaching 
is primarily within the music sociology elements of the programme. 
5.2.4 The students 
The two students (of 83 in their cohort) I interviewed were on the second year of 
the programme. One had come onto the programme having completed a BTec in Music in 
the north east of England, and had moved to London with the other members of her punk 
band who had enrolled to study popular music at another institution. The other student 
interviewee, now in his early thirties, had also completed a BTec in Music, but had worked 
for several years as a nightclub manager before applying to join the programme. He had 
released electronica music on independent labels and worked as a remixer for a well-
known dance act. 
5.3 Case 3: BMus Popular and Contemporary Music, Institution C (as of 
2012/13 BA Contemporary and Popular Music) 
The BMus Popular and Contemporary Music is one of four music programmes 
offered by Institution C within the School of Arts and Cultures. Traditional A' level 
qualifications are not accepted for entry onto the programme; the specified access routes 
are a BTEC in (specifically) popular music or music production, or a music foundation 
degree. Some applicants are considered on the basis of an interview, depending on 
evidence of performance ability and prior experience. From 2013 onwards, the programme 
has been renamed and reclassified as BA Contemporary and Popular Music. The entry 
requirements have been broadened to include AÕ levels (at grades ABB, with an A in 
music or music production). 
The Popular and Contemporary curriculum is geared towards helping students 
achieve what the programme leader calls ÔownershipÕ of the discipline, which he described 
as a thorough, critical understanding of the academic and musical terrain that will enable 
them to situate and adapt their own practice within a wider context. The programme is 
modular in structure, with much of the curriculum content shared across all four music 
programmes. Students are able to navigate a personal pathway outside of core module 
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requirements, and experience Ôstudying, composing and performing alongside classical, 
experimental, jazz and folk musiciansÕ (programme specification), engendering what the 
programme website describes as Ôa truly stimulating environment for broad-minded, 
imaginative and creative musiciansÕ (programme website). Students on the programme are 
encouraged to Ôexplore more contemporary ways of making music, including music from 
other culturesÕ, and there is a strong emphasis on Ôcreativity, experimentation and artistic 
risk-takingÕ (programme website). 
The programme encompasses Ôperformance, composition, improvisation, data 
analysis, research, and critical intellectual enquiryÕ (programme website) and is presented to 
prospective students as being both intellectually and musically demanding, with both the 
academic and practical content conferring a range of skills to enhance graduate employability. 
It covers a range of styles and genres, but seeks to Ôlook beyond formulaic commercial music 
formsÕ (programme website). Students are encouraged, and at times required, to move beyond 
their primary genre affiliation and work or collaborate across programmes. 
Within the core curriculum, a critical theory-based module considers music within 
contexts such as race, culture, gender and genre, and draws from the theories of Adorno, 
Benjamin, Derrida and others. In featuring a variety of world musics it also seeks to 
broaden studentsÕ conceptions of popular music beyond European and American popular 
music. 
The Music department is based on the UniversityÕs imposing main campus in the 
city, and lectures are delivered within the School of Arts and Cultures. In addition, a 
further building houses rehearsal rooms, and high specification recording studios and 
production suites. The musical life of the department extends beyond the curricula through 
concert programmes, and through musical collaborations between students, academics and 
administrative staff, some of which are featured on a CD given to prospective applicants. 
5.3.1 The institution 
Institution C can be traced back to the a medical school, established in the mid-19th 
Century in Newcastle-Upon-Tyne, through a series of associations, mergers and 
separations with another nearby university, to its establishment under its current name in 
the 1960s. Although this institutional narrative (similar to that of the Institution A), and in 
particular the date of its establishment as a university proper, bear the hallmarks of a Ôplate 
glassÕ university, it is often considered a ÔredbrickÕ university owing perhaps to its 
unambiguously red brick campus buildings. It is a member of the Russell Group, an 
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affiliation of research-intensive universities. It ranks consistently among the top 30 
universities in the UK. 
5.3.2 The location 
The University is located in Newcastle, a city of around 280,000 in the north-east 
of England. The wide variety of music venues is typical of a city of its size and profile. A 
large multi-venue cultural centre, with which the music department maintains links, has an 
international profile as a creative hub for a range of musical genres. It plays a significant 
role in the regionÕs musical life through its music education and community projects across 
the north-east, and is the base of both a leading orchestra and a well-known non-profit 
organisation committed to preserving the folk music of the British Isles, and which co-
created EnglandÕs first traditional and folk music degree programme in collaboration with 
Institution C. 
The city is associated with many popular music acts, but is not usually associated 
with a particular genre or subcultural scene. The county within which Institution C is 
situated sustains a strong folk music tradition featuring a bellow-blown bagpipe unique to 
the region, which many students on the departmentÕs Folk and Traditional degree 
programme play. 
5.3.3 The programme leader 
The programme leader is himself an alumnus of the UniversityÕs music department, 
and took up a lecturing position within the department after completing his undergraduate 
and doctoral study there. In addition to his role as programme director, he is also involved 
with the foundation degree in Music Production offered by a local college, and which 
serves as an access route onto the programme. 
5.3.4 The students 
The three students (of thirteen in their cohort) I interviewed were in their final year 
of the programme. All identified themselves primarily as guitarists, but also played other 
instruments and wrote songs. One student had joined the programme after having 
completed an HND in Performance at a college in Scotland. The other two had joined the 
programme after completing a foundation degree in Music Production at a local college. 
One of the latter was originally from the local area, and the other had relocated to 
Newcastle from South Yorkshire specifically to enrol on the foundation degree. 
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5.4 Case 4: BA Professional Musicianship at the Institution B 
The BA Professional Musicianship, like all programmes offered by Institution B, is 
designed to act as Ôa springboard to employmentÕ and seeks to produce graduates that are 
Ôwork readyÕ (Institute website). Most modules are geared towards the development of 
specific applied skills, such as technical proficiency, project management, studio 
engineering, transcriptions and sight-reading, although the programme also features less 
applied content, such as a compulsory second year module offering a chronological 
overview of the cultural and social backdrops against which popular music has developed, 
and the study of significant artists and other figures related to popular music. Work-based 
learning (WBL) is a prominent aspect of all programmes at Institution D, and students 
undertake placements (level 5), and professional projects (level 6) within the commercial 
industry. In addition to the music-making and vocational content, all years of the 
programme feature more traditionally academic modules that focus on the historical and 
cultural impact of popular music. 
Institution B Ôaim[s] to mentor students through experiential learning, developing 
self-employed and entrepreneurial projectsÕ (Institute website). In addition to formal 
mentoring support and network access, the students and staff I interviewed spoke of 
informal networking as being a major feature of life at Institution B. 
The teaching staff on the programme are chosen on the basis of their extensive 
experience and continued professional engagement, and one-to-one career tutorials offer 
students the Ôunique opportunity [...] to be individually guided by the most experienced 
industry professionals in the countryÕ (Institute website). Almost all programme faculty are 
active musicians or music professionals currently based in Brighton, and Ôteach at [the 
Institution] because of their commitment to music educationÕ (Institute website). The 
programme is validated by a local university. 
5.4.1 The institution 
Institution B celebrated its tenth year of existence in 2011. From its beginnings in a 
former warehouse building in Hove, it has grown to encompass four campuses in Brighton, 
Bristol, Dublin and, as of 2012/13, Manchester. The Brighton campus now occupies three 
sites across Brighton and Hove. The Institute offers programmes and qualifications ranging 
from level 3 to level 7, in areas including performance, music industry management and 
higher education teaching. 
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Inside, the walls are lined with gold discs and press cuttings documenting studentsÕ 
and staffÕs musical achievements, and the framed autographs of famous musicians who 
have visited the Institute to give masterclasses. The classrooms and practice rooms on the 
ground floor are equipped with Marshall and Orange amplifiers, and some have a raised 
stage platform at one end. 
5.4.2 The location 
Brighton and Hove is a city of around 270,000 people on the south-east coast of 
England. It is known for its classic British seaside feel and Ôaffable eccentricityÕ (Institute 
website), its large gay community and its vibrant nightlife. It is a mainstay of the UK 
touring circuit and has music venues of all kinds and sizes, from cafes to an arena and a 
stadium. A number of famous acts including Fat Boy Slim and Nick Cave are Brighton 
residents, but BrightonÕs musical heritage is arguably less associated with a particular 
genre or scene than that of other towns and cities. The Great Escape Festival is held in 
Brighton every year which sees hundreds of musical acts and thousands of fans descend on 
BrightonÕs many performance spaces. 
5.4.3 The programme leader 
The programme leader is an internationally-known guitarist.  He has taught on the 
programme since 2007, and was previously senior lecturer at the University Of The Arts, 
Philadelphia, USA. 
5.4.4 The lecturers 
In addition to the programme leader, I interviewed two members of academic staff. 
One had been a touring member of a famous rock band in the 1990s, and had taught on the 
programme since its inception. He believed it was primarily his extensive experience in 
live performance that he brought to the programme, and his teaching areas included live 
performance and commercial band management. The other was an active session musician 
who had performed with many international artists. He too regarded his extensive 
performing experience as the main asset he brought to the programme. 
5.4.5 The students 
The five students (of 296 enrolled on the programme) I interviewed had come to 
Institution B from across England. Four were guitarists and one was a singer. Four, who 
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were interviewed as a focus group, were coming to the end of their final year, and one, 
interviewed individually, was in his second year of the programme. Four had come to 
Institution B directly from school or college, where they had studied music or, in one case, 
performing arts, and one had come to Institution B after completing a one year diploma 
course at the Academy of Contemporary Music in Guildford. 
5.5 Summary 
This chapter has introduced the four undergraduate popular music degree 
programmes that serve as cases in this multiple-case study. It has given summary 
information relating to the institutions within which the programmes are delivered, 
including their historical and geographical contexts. It has also introduced the staff and 
student interview participants from each case. The following chapter presents the findings 




This chapter presents the findings that emerged from the cross-case coding and 
analysis process, in response to the research questions:  
 
What values are held on undergraduate popular music degree programmes? 
 
How are these manifested in the message systems of curriculum, pedagogy, 
institution, assessment, lifestyle, and market? 
 
 The act of writing served as a final coding phase, as new connections and insights 
emerged in light of presenting the data in prose. Interview data is presented in smooth 
verbatim (see Methodology), documentary data in verbatim and field notes in prose. The 
findings are presented within the final thematic categories that resulted from the cross-case 
coding process. 
The following key has been used to identify data sources and interlocutors. 
6.1 Documentary Sources 
APWS  Institution A programme website 
BPWS  Institution B programme website 
CPWS  Institution C programme website 
DPWS  Institution D programme website 
CVT  Institution C video transcript 
DVT  Institution D video transcript 
APS  Institution A programme specification 
BPS  Institution B programme specification 
CPS  Institution C programme specification 
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DPS  Institution D programme specification 
AES  Institution A employability statement 
CES  Institution C employability statement 
DES  Institution D employability statement 
[Institution B did not have an employability statement] 
AKIS  Institution A Key Information Set 
CKIS  Institution C Key Information Set 
DKIS  Institution D Key Information Set 
[Institution B did not have a Key Information Set] 
6.2 Staff Interviewees 
BPL  Institution B programme leader  
APL  Institution A programme leader 
CPL  Institution C programme leader 
DDPL  Institution D deputy programme leader 
BL1  Institution B lecturer 1 
BL2  Institution B lecturer 2 
6.3 Student Interviewees 
SS1, SS2 etc  Institution A student 1, 2 etc (1-15) 
BS1, BS2 etc  Institution B student 1, 2 etc (1-5) 
CS1, CS2 etc  Institution C student 1, 2 etc (1-4) 
DS1, DS2  Institution D student 1, 2 
6.4 Different Conceptions of Employability, Core Knowledge and Core 
Skills 
Employability emerged as a prominent issue from the literature review, and to a 
lesser extent from the pilot study. As such, it was a pre-ordinate theme and was addressed 
directly through interview schedules. Staff interviewees were asked about their 
programmesÕ approaches to employability, and the values and beliefs that they saw as 
underpinning these approaches. The findings revealed that while all staff participants 
placed value on employability as an outcome of their programmes, conceptions of 
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employability differed across cases and interviewees, and corresponded to the value they 
placed on different types of skills and knowledge. 
ParticipantsÕ discussion of employability tended to be couched in terms of ÔskillsÕ 
and ÔknowledgeÕ. There was some variation within and across cases as to what were seen 
to constitute core skills, but in all cases this included musical and extra-musical skills. At 
Institution B, the programme leaderÕs understanding of the Ôbasic skills setÕ (BPL) revealed 
a focus towards a range of potential professions within music, including teaching and 
researching: 
The core skills are, for me, being able to play with an ensemble, in a number of different 
styles convincingly and proficiently. They need to have a basic theoretical knowledge of 
music, so that if theyÕre going to teach theyÕre able to go up to ninths and thirteenth chords 
and things like that, and to be able to write down basic examples. [...] They need to be able 
to do research, so when they come out of here theyÕll have a good academic background as 
well. TheyÕll be able to write a good CV, write a good report, [...] do business plans, they 
have to know about contract law, publishing, all these sorts of things. So in a sense, if you 
looked at the curriculum, youÕd say thereÕs the basic skills set, or portfolio. (BPL) 
While another Institution B lecturerÕs summary was arguably more directly focused 
towards being a performing musician, non-musical attributes such as business acumen and 
sociability were still considered to be core skills, alongside technical ability and musical 
literacy: 
[..] we try to push all the arrows into the quiver, you know, youÕve got to have good chops, 
youÕve got to be a good player, it really helps if you can read, you know, you need a good 
business head on your shoulders, and you need to be able to network and [..] to be able to 
communicate with an audience, and get on with your band. (BL1) 
In both cases, these summaries might be seen to bear the trace of the intervieweesÕ 
own careers, experiences and values. In the programme leaderÕs case, his view that 
theoretical knowledge should extend to include ninth and thirteenth chords (which 
although they feature across a range genres, are perhaps most prominent in jazz) might be 
seen to derive from his own background in jazz theory. Moreover, his reason for 
incorporating this knowledgeÑ to enable students to teachÑ may stem from his own 
career, in which teaching has played a prominent part alongside performance. In the 
lecturerÕs case, his emphasis on networking was by his own assertion rooted in his own 
experience: 
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Probably every opportunity IÕve ever had, with different degrees of separation, can be 
traced back to some covers gig I did with somebody. ItÕs all very well saying ÔIÕm going to 
be a session player and be taken seriouslyÕ, no youÕre not, youÕre going to network and 
hang out with people thatÕs how it works. (BL1) 
Elsewhere however, there were more significant intra-interviewee differences in 
what they understood to be, and valued as, core skills. For example, the Institution C 
programme leaderÕs understanding of core skills differed markedly from those of the 
Institution B programme leader and lecturer presented above, and rather than focusing on a 
set of specific competencies, he associated the notion of core skills with heightened 
understanding and awareness in key areas: 
ThereÕs four- that sense of performance, critical awareness, history and culture, and the 
very specific module [focusing on] the 1920s onwards, to me are core skills that will 
inform us as 21st century musicians. (CPL) 
In addition however, he spoke of the transferable, non-music-specific skills that graduates 
of the programme acquired through their practice as popular musicians: 
I firmly believe that a student leaving here with a music degree is one of the best-suited 
candidates for many jobs. Time management, leading teams, well, musicians do that as 
their bread and butter in their professional life. We can manage ourselves because we 
rehearse, we can lead teams because we organise groups, we can be independent because 
we spend hours just rehearsing ourselves. There are so many transferable skills that we 
have. (CPL) 
This view accorded with the employability statement of Institution CÕs programme 
website. Alongside a long list of music-related professions, Ôflexibility, self-discipline and 
good time managementÕ (CES) were specified in terms of preparing students for careers or 
training pathways in management, accountancy, law, events management, journalism and 
information technology. 
Whereas at Institution C the programmeÕs employability statement made 
substantial reference to extra-musical (extra-music industry) careers, focus on skills in 
Institution BÕs literature, was overwhelmingly weighted towards the music industry. A 
detailed, nine-page programme specification outlined the skills attained on each year of the 
programme, and a set of eleven skills groupings was given for the programme as a whole. 
While these ranged from hard and vocational (Ôphysical, creative, technical and 
performance skills relevant to employment in professional musicianshipÕ (BPS)) to soft 
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and transferable (Ôresearch, analysis, problem solving and critical reflectionÕ (BPS)), seven 
of the eleven made explicit reference to Ôthe music industryÕ, and four of the remaining six 
referred to Ôprofessional musicianshipÕ. While this is consistent with the programme 
degree title (BA Professional Musicianship), it is notable that, in stark contrast to 
Institution CÕs employability statement, no other professional avenues are referred to, 
suggesting that music industry-specific skills were valued more highly than generic skills, 
and that music industry norms and values informed the learning outcomes of the 
programme more than the demands of generic industry. 
Institution AÕs conceptions of employability and skills were more similar to 
Institution CÕs than to Institution BÕs. Its employability statement featured alumni case 
studies, beginning with famous musicians and also including a community arts 
entrepreneur and an academic. Among the possible careers it listed were Ôarts 
administrators, [É] senior administrators and educational advisorsÕ and Ôteachers [and] 
lecturersÕ, alongside Ôfreelance composers, performers and producersÕ (AES). It also noted 
that Ômany students [É] go on to study at Masters and Doctoral level.Õ (AES). This 
suggests that value was placed on a broad range of transferable, non-music-industry-
specific skills. The skills overview in the programme specification emphasised that in 
addition to practical skills, the programme Ôplac[ed] considerable emphasis on the 
academic and theoretical aspectsÕ (APS), and that students would Ôdevelop a detailed 
understanding of key popular music conceptsÕ (APS). This association of deep 
understanding with the notion of skills is redolent of the Institution C programme leaderÕs 
statement above. 
In stark contrast with Institution A and Institution C, the skills focus at Institution 
D was unambiguously targeted towards commercial success within the music industry, 
from songwriting in commercially-viable vernaculars and to the Ôprevailing standards of 
the commercial music marketÕ (DPWS) to entrepreneurship. The deputy programme leader 
related this to the context in which the programme was created, and to his own experiences 
of studying music at university: 
the main thing that links everything that we do is that we want people to make money from 
it, and so that again goes right back to the start of the course, and the one thing that all 
music degrees werenÕt preparing their graduates for was a job doing music, and thatÕs why 
so many of my colleagues from my first degree [didnÕt do] anything remotely connected 
with music from then on. (DDPL) 
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He suggested that at Institution D generally, and on its music programmes in particular, the 
emphasis was on equipping students with industry- or profession-specific skills rather than 
generic, transferable skills: 
Most of the courses here are so good at the hard skills stuff that the idea is that students get 
the jobs in the hard skills area rather than the transferable things. And thatÕs very 
unofficial; certainly if you look at mission statements and five year plans then transferable 
skills and such do get a look in, but even then I think the emphasis on them is perhaps less 
strong in day to day reality, certainly in our course area, than elsewhere. (DDPL) 
This was seen as essential in maintaining the programmeÕs employment success rate (75% 
employment in the music industry (DKIS)), and its links with the music industry: 
[...] we donÕt value [transferable skills] as much as the hard skills in our particular course 
environment because thatÕs how we can keep our rollover of brilliant graduates getting that 
job with Sony, or writing for that person, starting up that company, label or whatever it is. 
(DDPL) 
In striking opposition to the view of Institution CÕs programme leader, and the 
employability statements of Institution C and Institution A, the deputy programme leader 
voiced his skepticism of some programmes that foregrounded transferable skills: 
[...] sometimes in the course literature it seems to me that some other places put 
[transferable skills] so much at the heart of it that itÕs almost as if, putting my cynical hat 
back on, itÕs a smoke and mirrors thing to explore the fact that none of their kids get 
[music industry] jobs. (WDPS) 
Expanding on the issue of employability, he spoke at length about tensions associated with 
the impact of the Further and Higher Education Act 1992, and in particular of the derision 
that had been poured on new vocational disciplines that had developed within post-92 
universities. Again, he expressed his view that higher education had a responsibility to 
prepare students for paid employment, and that despite media cynicism, vocational 
programmes at post-92 institutions often had excellent graduate employments rates. As a 
comparison to his own subject area, he gave the example of catering degrees: 
It was very much in the newspaper culture of the time, the Mickey Mouse degrees. I 
remember TVU getting it in the neck for what the papers described as Curry Making. It 
was a catering degree, [...] a degree like any other degree, and of course all of those kids 
got off and got jobs, and that was perhaps the most offensive thing at the time (DPL). 
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To summarise, in relation to my first research question what values are held on 
popular music degree programmes?, these findings suggest that while employability was 
valued by all staff interviewees, and explicitly referred to on all programme websites, the 
concept of employability was not understood in the same way across cases or by different 
individuals, and that different understandings of and responses to employability 
corresponded to different positions regarding the relative value of transferable and music-
specific knowledge. Regarding the second research question how are these values 
manifested in the message systems of education?, values relating to employability were 
enshrined at an institutional level in documentation and were thus discernible through the 
message system of institution. They appeared also to impact upon the message system of 
curriculum, since programme content corresponded to the programmesÕ understandings of 
employability (as presented in programme literature and understood by senior staff), and 
upon pedagogy, since staff focused their teaching towards enhancing particular skills, or 
inculcating particular types of knowledge. 
6.5 The Impact of Meso and Macro Values on Programme Values 
Also established through literature was the theoretical issue of values deriving from 
macro, meso and micro levels, and the proposition that values deriving from wider macro 
(state/policy level) and meso (wider institutional) levels impacted upon programme values 
via the message systems of curriculum, pedagogy, institution, assessment, lifestyle and 
market. The relationship between macro, meso and micro levels was therefore focused 
upon in data collection. 
Macro (state) level values relating to the purpose of higher education were present 
on the Institution D, Institution A and Institution C programmes, since compulsory 
employability statements and Key Information Sets (KIS) were embedded in the 
programmesÕ webpages (Institution B was not required to do so as a private institution). 
These macro values could be most obviously discerned within the message system of 
institution, since they were enshrined in official institutional literature (while the 
employability statements were unique to each institution, the imperative to make 
employability explicit ultimately issued from state policy). However, such values might 
also be seen to have operated via the message system of market; given that a primary 
function of the employability statements was to provide prospective students with 
information to assist them in their choice of degree programme, value placed at macro 
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level on enhancing employability had, via policy imperatives, placed employability at the 
centre of the higher education marketplace, as a key (and mandatory) element of 
programmesÕ stated missions. 
In addition to values deriving from macro level, values deriving from the 
institutional, meso level, were also identified. All cases were located within wider 
institutional structures; the Institution D, Institution C and Institution A cases all sat within 
a music Department, which in turn sat within a School, within a University. The Institution 
B case sat within an Institute which offered other pre-undergraduate (level 3), 
undergraduate and postgraduate programmes, and which had sites in other cities across the 
United Kingdom. Lateral relationships were also maintained at meso level; in Institution 
CÕs case, with the Russell Group, in Institution DÕs with Creative Skillset and in Institution 
BÕs with the University of Sussex. As is illustrated below, in some instances values 
promoted at meso level came into conflict with those held by case populations, while in 
others they were seen to chime with, and indeed support, those of the programmes. 
The Institution B programme leader noted that while the University of Sussex, in 
its capacity as Institution BÕs validating partner, exerted a control over the procedural 
requirements of the programme, and had Ôlots of requirements in terms of assessment and 
learning outcomesÕ, it was not otherwise intrusive: 
I mean thereÕs nobody that comes over and goes, Ôhey you need to cover more gospelÕ, I 
mean in procedural terms, any validating partner would expect the usual, the stuff in print, 
but the musical stuff no, I mean they have a classical music programme, and theyÕre very 
hands off in that sense, they just assume that weÕre getting on with what we should be 
getting on with, [...] theyÕre not aesthetically intrusive in terms of music (BPL). 
This focus on process, assessment and learning outcomes, and not on musical 
content, suggests that the academic value of the programmeÕs content was not called into 
question by the validating partner; indeed, the University of SussexÕs belief in the degree-
worthiness of the programme, and by extension the value of popular music practice, are 
implicit in the validation partnership itself. There are limits, without access to further 
information on the validation process, as to what meso values can be inferred beyond this, 
but the UniversityÕs concerns appeared to correspond chiefly to values of procedural 
integrity, rather than in relation to academic or musical values. 
As such, values promoted at meso level did not appear to contradict those held at 
micro level at Institution B. In contrast, at Institution D (which as a university had degree-
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awarding powers and therefore no validating partner) there was an indication that the 
academic value of the departmentÕs activity had been called into question at meso level. 
The deputy programme leader spoke of tensions in the past at School level surrounding the 
nature of the music departmentÕs research (encompassing creative practice and other 
knowledge exchange) output: 
There were some extraordinary discussions leading up to the 2001 RAE [Research 
Assessment Exercise][...] nothing was revered in terms of what we were doing because it 
wasnÕt avant-garde, even though the whole point was that we were providing the music 
that fashion designers, tv producers etc etc wanted as the background for what they were 
doing. (DDPL) 
This perceived (by the deputy programme leader) skepticism regarding the value of 
commercial music practice, coupled with a perceived preference at meso level for Ôavant-
gardeÕ output, arguably highlights discrepancies in tacit criteria for what constituted 
authentic academic output, and therefore a dissonance between normative meso-level and 
micro-level understandings of academic value. Despite these tensions however, the deputy 
programme leader reported collegial relationships with the School and University in the 
main, and that the values and ethos of the University of Institution D were broadly 
consonant with those of the Commercial Music programme. Indeed, he remembered that 
the University had been purposively chosen by the original programme designers for that 
very reason: 
[Institution D] was always a really synergistic location. [This was] the first industry-facing 
pop music course in the place that pioneered media studies, [...] it was an ideal place to 
have our kind of course, and [the founding programme leader] I think researched that very 
carefully to make sure that there was that sort of place. (DDPL) 
He remembered that when learning outcomes, aims and objectives criteria began to appear 
in higher education, many academics at his previous institutions had been Ôfundamentally 
and morally against the imposition that it impliedÕ, and that Ôthere was a real, real antipathy 
to the whole philosophy of having to justify what one didÕ (DDPL). Institution D, however, 
Ôwas very good at this [and] embraced it wholeheartedly [...] at the forefront of what they 
didÕ (DDPL). He noted that he and his present colleagues did not object to the 
accountability implied by these criteria, or perceive it as a threat to academic autonomy; on 
the contrary, they valued the opportunity that such frameworks facilitated to be systematic 
and explicit: 
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ItÕs something everyone who works here has come to expect and to appreciate in a way, 
[...] thereÕs something of the comfort in the joined-up thinking thatÕs explicit in the course 
design, of Ôwhat are we trying to get the students to do, what do we want them to do at the 
end of that module and how are we going to test it? How do we know that theyÕre doing it 
well? And youÕve just described aims, objectives and learning outcomes. (DDPL) 
At Institution D then, there had been both schism (in relation to research output) 
and synergy (in relation to ethos, procedural practice and curriculum design) between the 
values held at meso and micro levels. At Institution C, the programme leader felt that the 
programmeÕs ethos and academic values were consistent with those of the University, and 
that the UniversityÕs commitment to equipping students with transferable skills, which he 
himself espoused, was particularly strong. He pointed to their early adoption of the Higher 
Education Achievement Record (HEAR), instituted at university level as a requirement for 
all programmes, as being indicative of this. He suggested that while there was some 
resistance among staff to the time-consuming paperwork involved, as Institution DÕs 
deputy programme leader had reported with the introduction of criteria there, it was 
appreciated by staff in the main: 
We are one of the first universities to have HEAR. [...] The four of us who run our degree 
programme had to write a brief page of what skills, as a basic set, a student would learn 
whilst undertaking this degree programme. Now thatÕs incredibly valuable to the student. 
IÕm sure some of my colleagues think what an absolute waste of time, but actually the 
majority of us see the benefit. ThatÕs something that the University has shuffled down to 
us, saying, Ôget this part of their degree running out, so they know what it is useful for.Õ 
(CPL) 
Institution AÕs programme leader noted that values promoted at University level impacted 
directly upon academic practice at micro level. In particular, she acknowledged a Ôcultural 
shiftÕ towards preparing students for work, which the University had embraced, and 
suggested that the pressure to be visibly preparing students for work was Ônot just related 
to our course, but is University-wide, [...] thereÕs a real effort to incorporate some of thisÕ 
(APL). The HEAR system adopted by Institution C was not used at Institution A, but a 
similar form of professional development planning (PDP) had been introduced fairly 
recently. Like her counterparts at Institution C and Institution D she was not opposed to 
demands by the University for more systematic and explicit approaches, though she noted 
that some of her colleagues were. 
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The Institution C programme leader hinted at tensions at meso level between 
different rationalizations of higher education Ôhigher up the chainÕ (CPL) within the 
Russell Group consortium of universities: 
I was at a meeting the other day with the provost, and you know he didnÕt use this term 
condonably at all, but he said that one of the words that he had heard in a meeting from 
higher up the chain with other Russells is this sense of ÔmarketisationÕ of higher education. 
What? Ridiculous. (CPL) 
This anecdote was recounted within a discussion of government policy and the wider 
cultural, political and economic contexts (macro level) within which higher education sits. 
He was opposed to the proposed fee rises (see p.123) and believed that macro-level policy 
developments regarding funding and fees had precipitated regressive change in 
institutional cultures across the sector, specifically regarding the vocational emphases of 
curricula: 
I donÕt understand it in terms of holistic benefit to the economy. And [the sector]Õs 
splitting. You know, your post-92 institutions are becoming more vocational, and your old 
redbricks are more academic, so itÕs reverting to pre-92. But itÕs pre-92 with a hell of a 
price tag. (CPL) 
The programme leader suggested that the UniversityÕs membership of the Russell Group 
had to some extent determined their response to the proposed changes in higher education 
funding and tuition fees. As such, the values enshrined in macro level policy, promoted at 
meso level among members of the Russell Group, and influencing the UniversityÕs funding 
strategy were at odds with the programme leaderÕs own values. 
Institution D maintained a meso-level relationship with its accreditor, Creative 
Skillset, described on the programmeÕs website as an industry body that maintained 
networks of colleges and universities that offered skills and training Ôto ensure the UK 
creative industries maintain their world class positionÕ (DPWS). Global competitiveness 
was further emphasised, together with innovation, leadership and productivity: 
The Creative Skillset Media and Film Academy Networks enable education and industry to 
work together to produce the innovators and leaders of the future - those who will ensure 
the UKÕs creative industries remain globally competitive and at the forefront of 
productivity and business innovation. [...] the aim of the Creative Skillset Academy 
Network is to ensure the UK has the most talented workforce in the world for film, 
television and interactive media, both now and in the future. (DPWS) 
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Partnership with industry was thus an explicit and emphatic aspect of Institution 
DÕs programme, and industry values were maintained and mediated on the programme 
through formal industry accreditation. 
In summary, it can be seen from the data presented in this category that values 
deriving from macro level (state policy) and meso level (wider institutional levels, and 
lateral relationships) were present across cases. These included: values of operational best 
practice in higher education; values of academic practice; values relating to educational 
purpose; industry values and values relating to professional practice. They were manifested 
in the message system of institution by way of programme literature and through 
operational systems, and by extension through the message system of curriculum, because 
of the impact of such operational systems on programme design and content (such as, for 
example, the module design criteria as referred to by the deputy programme leader at 
Institution D). At Institution D, meso values might also be apportioned to the market 
message system, since the terms of its accreditation by Creative Skillset required it to be 
responsive to the values of industry and business. 
6.6 Transactional Conceptions of Educational Value, and Expectations of 
Higher Education 
Across cases, the transactional aspect of education, from how much students should 
or were willing to pay for their education to what they should or could expect to receive 
from it, was a prominent theme. Students and staff spoke of education being increasingly 
rationalised in terms of value-for-money. One student at Institution A suggested that in the 
current climate of cuts to resources and fee increases (in higher education generally as 
opposed to his programme specifically), cost/benefit value analyses were the norm among 
students: 
I think in a wider sense everyoneÕs paying more for less now. Because itÕs getting cut 
down to less and less contact time, itÕs become a question of how much itÕs actually worth 
it in that sense. (AS1) 
He spoke of feeling at times as if ÔyouÕre paying to learn yourselfÕ (AS1). Two other 
students at Institution A however had been pleasantly surprised by the level of resources 
available to them on the programme, and felt it represented good value for money: 
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In terms of everything, I divided up my fees by the amount of studio time I get a year and 
it works out about £20 an hour, which youÕd pay way more for in a regular studio, and 
thatÕs not including any of the band practice time I had, any of the teaching I had, the one 
to one tuition I get. [...] In terms of value for money this course is on it. (SS9) 
People walk out in September saying ÔIÕve got five contact hours on paper, £3500 for five 
hoursÕ. But heÕs right, thatÕs not what youÕre paying £3500 for, youÕve got so much more 
available to you. [...] Even if you donÕt want to spend a lot of time in the studio, access to 
this library is ridiculous, itÕs amazing the stuff thatÕs there. (SS8) 
Institution AÕs programme leader linked recent fee rises to shifts in student 
expectations, and suggested that the prominence of the overtly transactional aspect of 
higher education had begun to influence how educational value was rationalized. She 
associated this with cultural change in higher education: 
People talk about a change in culture really, and I have to say IÕve noticed a difference. 
There is some pressure when theyÕre paying, and will from next year be paying quite 
substantial amounts of money, thereÕs the expectation that there will be something at the 
end of it thatÕs worthy of that. And in our opinion university degrees have always been 
worth that, but the question of actually moving on to paid employment of some kind, 
related to the degree itself, I think that undeniably there is that. (APL) 
In response to this pressure, the programme team had increased the level of business 
content at the last curriculum review: 
I think this is actually the right thing to do, introducing it at an earlier point, but I feel itÕs 
the part of the curriculum review that is in part a response to this need now to feel that we 
are preparing students for careers once they graduate, and there wasnÕt that concession say 
eight, nine, ten years ago even, to do that. (APL) 
As such, the curriculum was being developed in accordance with what the programme 
team perceived as a shift in studentsÕ values towards vocationalism and employability. 
This was echoed in student intervieweesÕ expectations, and in particular in their imagined 
expectations of a degree programme costing £9000 a year, as would be the reality for 
future cohorts. While all students at Institution A felt on balance that the programme was 
worth the current fee of £3500, some felt that such a large increase would have affected 
their decision regarding university, ranging from not going at all to studying a different 
subject: 
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I knew I wanted to go to university a long time ago and I suppose I just accepted it was 
going to be £3000 a year. Obviously now itÕs gone up to £9000 I might have had second 
thoughts. (SS4) 
[and] 
I wouldnÕt have come down to England. IÕd have stayed in Scotland. (SS5) 
One student interviewee suggested that the increase in fees exerted pressure on students to 
prioritise the financial return they could expect from investing in their education over what 
they valued on a personal interest level: 
I suppose I thought well musicÕs what IÕm interested in, I should follow the knowledge in 
that subject. But I think as it gets towards nine grand a year, and youÕre looking at 27000 
for a three year degree, I think most people would start thinking more seriously about what 
theyÕre going to get out of it financially at the other end. It becomes even more difficult to 
follow what you want because of its own intrinsic interest. (AS1) 
Nonetheless, he felt that the transactional assessments of educational value were 
inappropriate, and that pursuing higher education for vocational/financial reasons went 
against his educational values: 
I feel it is the wrong way to look at it...surely you should want knowledge for its own sake, 
to understand the world that you live in, and it feels a bit back to front to me now. (AS1) 
He added that the proposed fee rises would Ôdoubtlessly close down some opportunities for 
people of lower incomesÕ (AS1). Other student interviewees however, while also strongly 
opposed to the fee rises, felt it would not have stopped them going to university, and felt 
that the value of education, even at £9000, was not in question: 
ItÕs just disgraceful the fact that itÕs going up to nine grand, but it shouldnÕt stop you. If 
you want to go to university and get a better education and follow what you think is the 
right way to go then it shouldnÕt stop you. (SS7) 
I donÕt think it would have stopped me doing the course. Obviously £3500 is a lot of 
money anyway. £9000 is a lot more admittedly, but [...] I think that if I had decided that 
university was worthwhile and I wanted to do this course I donÕt think money would have 
changed that. (SS8) 
At Institution C, the programme leader was opposed to the Ôincredibly wrongÕ fee 
increase to £9000, and Ôworr[ied] deeply about the missed people because of thisÕ (CPL). 
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Relating this to his own experience of studying, he suggested that he would not have had 
the career he had had if the current fees had been in place: 
The majority of people here will say the same thing. We would not be in our current 
positions here because we wouldnÕt have been able to be educated to this point had it been 
the current 2012 fee strategy. My working class parents would not have been able to afford 
that, it was only that I came through a system where I actually got some money [...]. I 
wouldnÕt have been an educator at all. IÕm not sure what I would have been,but I wouldnÕt 
have been educated up to university level and beyond. (CPL) 
One Institution B lecturer, while concerned that the economic climate would limit 
the opportunities afforded to some young people, felt that Institution BÕs consistently high 
application rate was a reassuring indicator of the value of education, and the motivations of 
students: 
I think thereÕs a risk across the board in any subject. Parents have got to pay the fees and if 
the money isnÕt there, you know, thatÕs economics. If it goes up itÕs bound to have an 
effect. [...] But having said that, they still keep coming [and] itÕs nice to know [the 
programme]Õs a success and that the music industry is perceived as a risky business but 
theyÕre motivated to take that risk. (BL2) 
One student at Institution B spoke of how, when applying to programmes, he had 
been put off by Institution B initially because the fees were higher than at publicly funded 
institutions, but noted that against the proposed fee rises private provision would represent 
a cheaper alternative: 
I wasnÕt going to come here originally because of how expensive it was at the time, 
obviously now itÕs probably going to be cheaper because of the tuition fees now, but a year 
or two ago it wasnÕt like that and I still had to find about two grand every year. (BS1) 
To offer a summary at this point, there was evidence that students considered the value of 
their educational experiences in transactional terms, weighing the cost of study against 
both the future financial benefits and the delivery and content of their programmes. At 
Institution A, there was also evidence that the programme team recognized studentsÕ 
concerns in this regard, and had sought to adapt curricula to align with studentsÕ changing 
expectations. Moreover, while some student interviewees perceived the value of higher 
education to be beyond question or monetary quantification, others acknowledged that 
increases in fees had the potential to force them into prioritizing financial return over 
intellectual curiosity, or even to lead them to forgo higher education altogether. This ran 
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counter to one Institution A studentÕs educational values, which corresponded to the 
pursuit of Ôknowledge for its own sake, to understand the world you live inÕ (AS1). He, one 
Institution B lecturer and Institution CÕs programme leader also made reference to the 
negative impact of the governmentÕs fee strategy on access to higher education, which 
Institution CÕs programme leader felt was a morally regressive step. Across cases 
therefore, transactional considerations of educational value could be seen to interact with 
participantsÕ values relating to the intrinsic and moral purposes of education, sometimes 
leading to shifts in how higher education was rationalised, and elsewhere leading to 
conflict between studentsÕ and staffÕs personal values and those they perceived within the 
changing culture of higher education. In relation to my second research question, this could 
be discerned in the message system of curriculum, since at Institution A the curriculum 
had been consciously redesigned in response to a perceived shift in student expectations, 
and in the message system of market, since the intervieweesÕ considerations were 
contingent upon the market value of UK higher education. 
Staff interviewees also considered the value of higher education specifically in 
relation to its relevance to popular music practice, and to what students expected to gain 
from a degree in popular music. Across cases, academic staff acknowledged that a degree 
in popular music was not a prerequisite for becoming a professional musician, yet they all 
asserted the unique value of the experience offered by higher education. The programme 
leader at Institution B was keen to stress the benefits of formal education of the kind 
offered at Institution B, chief among which were the opportunities to acquire skills and 
knowledge quickly, and avail oneself of expertise within the institutional community: 
People have to think about what they want to get out of school. And I think if you want to 
become a musician, a teacher, a manager or whatever, then on a degree programme youÕll 
have a bunch of people in one geographical area who can help you. Why do we go to 
college? We want the piece of paper obviously, but you want a short cut. I could figure all 
this stuff out in ten years, or I can figure it out in two while I go to school and get a degree. 
(BPL) 
One lecturer at Institution B noted that there was a degree of suspicion regarding 
the feasibility of popular music education, not only from students or academic colleagues 
but also from music industry professionals: 
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IÕve had it from musicians that I work with. How, not why, but how do you teach that? 
They should just be going out doing it. But thereÕs a lot more to it than teaching music and 
saying Ôgo along, run with thisÕ. (BL2) 
The Institution C programme leaderÕs view was similar, and he spoke of the need 
to manage studentsÕ expectations, and to clarify that a music degree should not be 
conceived of purely as a route to employment, or a programme of training in practical 
skills, but as something with richer and less tangible benefits. He gave the example of an 
industry professional who was a visiting lecturer on the programme: 
He says Ôdo I need a degree to do my job?Õ Or students ask him a question, ÔI want to get 
into sound engineeringÕ, and he says, Ôwell, get into sound engineering.Õ You donÕt need a 
degree to do that job, youÕve got to get out there and get experience. I think thereÕs a need 
for authentication of why people are spending so much money because we can get you a 
job. When actually thatÕs a falsehood. WeÕd be lying to students (CPL). 
[and] 
If you want to know what it means to be a critical, thinking, adaptive musician [...] because 
youÕve had this higher educational experience, then we do that. If you want to be just a 
really good guitarist, then just be a really good guitarist. But actually if you want to be a bit 
more than that [...] then we could be for you. (CPL) 
To summarise the data presented here, the value of higher education in the context 
of popular music was understood differently among staff interviewees. For some, notably 
the Institution C programme leader, it was understood to extend beyond preparation for 
professional musicianship, and to correspond to values of criticality, reflectivity and 
reflexivity, while for Institution BÕs programme leader his degree programme was most 
valuable for offering a resource of professional expertise, and allowing students to acquire 
knowledge more quickly than would otherwise be possible. His comments related 
therefore to a transaction of time invested over professional knowledge gained, implying 
an understanding of higher educational value that corresponded to the values of time and 
vocationalism. 
Interviewees also spoke about studentsÕ expectations of higher education and 
ambitions for the future. Linked to the above discussion of her programmeÕs increasingly 
vocational curriculum, Institution AÕs programme leader noted that there had been an 
increase in studentsÕ own requests for industry links and vocationally-focused teaching: 
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On a music course thatÕs how [the changing educational culture] is going to manifest itself, 
with people being more preoccupied about the professional links the course has, or might 
not have, and who itÕs partnered with. (APL) 
[...] theyÕll say what they would like to learn in the business classes, and how they would 
like some of the masterclasses to involve more people coming in from outside, [É] who 
will talk about their experience as a paid or working musician (APL) 
However, she suggested that studentsÕ expectations of their programme varied widely, and 
in many cases changed significantly over the course of their studies. She spoke of having 
to manage studentsÕ expectations and awaken them to the competitiveness of the music 
industries, but at the same time not demoralise them or be overly prescriptive: 
Not to knock them back, but to make them aware that after graduating, theyÕre not all 
going to leave and become session musicians, because itÕs simply unrealistic. But we donÕt 
have a sit down talk with them and say ÔOK everyone, this is the way the land liesÕ, 
because thatÕs not what weÕre here for. (APL) 
She noted that many students broadened their horizons on the programme, and 
developed new ideas of what they wanted from the programme as they discovered new 
talents and interests: 
I think a lot of them donÕt know what they want at all when they enroll on the course [...], 
for a lot of them itÕs only when they start doing something like a composition module that 
they start to think of the ways that they might carve out a niche in that area. [...] they just 
broaden their understanding of whatÕs out there and what they have an ability in. (APL) 
The situation at Institution B was similar. According to one lecturer: 
There are students who come in with an idea [...] and they end up leaving wanting a 
different thing. ÔWhat I wanted to do was be a musician and tour, but IÕve decided to go 
into the industry a completely different wayÕ. And I think itÕs because of the course, and 
how it has steered them and made them make a decision. (BL1) 
Student intervieweesÕ experiences confirmed this. Across cases, many students 
spoke of changes in their ambitions, most commonly away from (or beyond only) careers 
in performance: 
[I came here] with slightly naive expectations of trying to make it in a band, [...] and I 
suppose everyone progressing on becomes more realistic and realises whatÕs obtainable. 
(AS1) 
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I chose to do a law module, which is something which I never thought IÕd do but which 
sounded interesting, whereas originally I came here to do performance. (DS1) 
IÕm not sure whether I want to pursue a career in music now, based on everything IÕve 
learned about it. (CS2) 
One student at Institution A suggested that there was a presumption among 
teaching staff that all students wanted to be famous. While he acknowledged that this was 
true of many students, it was not an ambition of his: 
[a tutor] originally said, Ôobviously your plan A is to be in a band, but IÕm going to teach 
you about session musicianship, and this is your plan BÕ. [...] My plan A was teaching and 
youth work. [...] I just think the course [and] him in particular implied that youÕre here 
because you want to become rock stars. (SS8) 
Another however felt frustrated by programme staffÕs repeated reminders to students that 
fame was unlikely: 
ThereÕs loads of pessimism. Anyone you speak to on this course, nobody thinks they can 
make a career in music just off the back of getting signed or whatever, getting out gigging, 
selling albums. [...] and itÕs partly because apart from [lecturerÕs name], a lot of the 
lecturers donÕt encourage that enough [...], thereÕs not really anyone whoÕs going to get a 
hold of me and say Ôif thatÕs what you want to do, do itÕ. (AS10) 
Similarly, at Institution B one student reported having felt demoralised by what she 
perceived as pessimism among staff, although she acknowledged that realism was 
necessary: 
I remember in the second year, a female vocal tutor told me, listen love it might never 
happen, you know that kind of attitude and in retrospect itÕs like blimey, saying that to a 
young girl is quite shit! And itÕs fair enough, [...] you have to be realistic, but itÕs a shame I 
had to hear that less than eighteen months into my course here. (BS2) 
There was suspicion among some students that pessimism among staff was in some cases 
underpinned by their own lack of success, or negative experiences of the industry. For 
example: 
Every lecture you go to now, these are people who lecture now. Some of them have had 
good careers, but a lot of them havenÕt really had much, [and] you can tell how bitter it is. 
(SS5) 
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DonÕt forget that most of the tutors have actually been in the industry themselves [É] and 
if they were really that successful they wouldnÕt be teaching at [Institution B] would they? 
(BS3). 
In summary, there was significant variation in what students sought to gain from 
their programmes and achieve after graduating, highlighting the heterogeneity of student 
populations, and the values thereof. Moreover, there was evidence that studentsÕ academic 
and professional values changed over the course of their studies. As might be anticipated 
therefore, a degree of reflexivity was discernible between studentsÕ academic experiences 
and their professional values. Finally, some students at Institution A and Institution B 
identified degrees of ÔpessimismÕ and Ôbitter[ness]Õ among academic staff regarding 
working the music industry, which was interpreted by some students as deriving from 
academicsÕ prior professional experiences. However, Institution AÕs programme leader 
suggested that ÔrealismÕ was a value inculcated on Institution AÕs programme, to ward 
against students maintaining unrealistic professional expectations. This might be seen to 
highlight that the interpretation of othersÕ values was contingent upon subjectsÕ own 
perspectives. 
6.7 The Presentation of Faculty Credentials and Expertise 
The presentation of faculty expertise in public-facing literature varied across cases, 
sometimes dramatically. In some cases, professional expertise appeared to be valued above 
academic expertise, while in others emphasis was placed on staffÕs academic credentials, 
such as qualifications and research output. This appeared to correspond loosely with the 
explicit values and emphases of programmes. 
At Institution D, Institution B and Institution A, staff profiles for full-time lecturers 
featured on the website, and while some lecturers (and in Institution AÕs case most) had 
academic credentials that were typical of lecturers in higher education (higher degrees, 
academic research profiles), these were not made reference to elsewhere in the programme 
literature, where emphasis was placed instead on facultyÕs professional experience and 
expertise: 
All our lecturers are still industry practising professionals (DVT) 
You will be taught by practising professionals (APWS) 
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All tutors at [Institution B] are highly skilled in their specialist area and remain actively 
engaged with the contemporary music industry. (BPWS) 
At Institution C however, while the website stated that Ôover 100 professional 
instrumental and vocal tutors [É] deliver free one-to-one tuitionÕ (CPWS), programme 
staffÕs research expertise and output was foregrounded (although this included creative 
practice such as performance and composition): 
[We have a] committed and dynamic team of staff, all of whom are active researchers of 
international standing and excellent teachers; our staff are world leaders in musicology, 
composition and performance. (CPWS) 
Despite many of the departmentÕs staff being active music industry professionals, 
with the exception of the third clause of the above quotation this was not advertised as 
prominently in Institution CÕs promotional literature as it had been at the other three cases. 
The programme leader explained that staff recruitment policy sought to maintain a balance 
between theoretical and applied expertise, and that teaching staff were required to possess 
both: 
The majority of staff here are professional musicians as well as academics. [...] You 
wouldnÕt get in here if you werenÕt research active, you wouldnÕt get in here if you barely 
played an instrument, you know. The staff have to be employed on their merits as 
musicians and musicologists. (CPL) 
This may reflect the distinction drawn on the programme website between the 
musicological and creative practice-based areas of the programme. At Institution D 
meanwhile, where teaching staff were recruited primarily on the basis of their active 
industry engagements, the deputy programme leader spoke of the difficulty in finding 
people to teach the programmeÕs theoretical content: 
The people qualified to teach in those [theoretical] areas is still centred around me I 
suppose! Not literally just me, but weÕre not overburdened with practitioners who are as 
skilled and as experienced in their theoretical knowledge as they are in their practical 
knowledge. (DDPL) 
Although the programme had been redesigned to facilitate a more integrated 
curriculum in which the theoretical and applied aspects could be taught together, this 
staffing situation was such that in practice they were necessarily dealt with separately: 
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Therefore the teaching of those elements tends to be related to the more strand-based 
teaching that we used to have, and I think thatÕs almost inevitable. (DDPL) 
As at Institution C then, at Institution D value was placed on faculty members possessing a 
blend of professional expertise and theoretical knowledge, although this proved difficult to 
achieve in practice. 
In summary, across cases there were not only marked differences in faculty 
expertise, but also in how this expertise was presented in public-facing programme 
literature. In relation to my first research question, this suggests there was significant 
variation in how different types of knowledgeÑ specifically practical and theoreticalÑ 
were valued across cases. This may also point to different assumptions regarding how 
prospective applicants might value these knowledge domains. We may reasonably assert 
that the nature of a programme teamÕs expertise has clear implications for programme 
content and teaching; in terms of my second research question then, the programmesÕ 
knowledge bases might be seen to have informed the message systems of curriculum and 
pedagogy. The recruitment of faculty members on the basis of professional expertise 
represented a responsiveness to music industry values, and thus to the market message 
system. Furthermore, the foregrounding of faculty membersÕ professional experience in 
promotional literature suggested that professional expertise was assumed to be valued by 
prospective students within the popular music education marketplace. 
6.8 Positions and Attitudes Regarding Commercialism and its 
Relationship to Authenticity 
Across cases there were substantial differences in how and the extents to which 
programmes positioned themselves in relation to the commercial music industry and 
market values. There was also variation in the extents to which studentsÕ values relating to 
commercialism and authenticity aligned with the values that they perceived as being 
espoused on their programmes. 
Institution D was the only explicitly commercial case, and was emphatically so. 
Aside from the precise nomenclature (BA Commercial Music), the Music department, 
which also delivered one other undergraduate and various postgraduate programmes, 
Ôregard[ed] [itself] as the centre for commercial musicÕ (DPWS) and maintained extensive 
industry links (including those maintained through Creative Skillset, see Macro and Meso 
Influence), and the BA programmeÕs aims were oriented towards preparing students for 
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Ôparticipation in the commercial music marketÕ (DPS) in all areas from business and 
entrepreneurship to compo[sition and audio production. In terms of musical output, the 
programme sought to Ôestablish studentsÕ ability to use production processes to create 
musical works to the prevailing standards of the Commercial Music sectorÕ (DPS, my 
emphasis); the latter standards are thus adopted as an abstract authority. Moreover, the 
programme team, who were described as Ôall still industry professionalsÕ (WPVT) were 
therefore authentic representatives of the commercial music sector. This implies an 
acknowledgement of the primacy of commercial market-governed musical values. 
Elsewhere a more reflexive relationship was suggested, the website claiming that graduates 
not only succeeded in but Ôshape[d]Õ the music industry, and that students were: 
[...] encourag[ed] to act as agents of change by using their understanding of the culture, 
business and production processes of commercial music and offering vision, innovation, 
judgement, wisdom, direction, leadership and implementation (DPWS). 
Nonetheless, the emphasis on interaction with the commercial market was maintained. One 
student spoke of the programme teamÕs preference for what they perceived to be 
commercially viable musical compositions, and of distinctly chart-oriented curricula: 
People that are playing music thatÕs going to make money now tend to shine massively [on 
the programme]. They try and push you in that direction. We had a module where it was 
Ôwrite a song in the style of...Õ and then they gave us a choice of six artists in the Top 40, 
people like Ellie Golding and Tiny Tempah and stuff, so they try to push you in a 
commercial direction. (DS1) 
She noted that although students were able to compose in whatever style of music 
they wanted, and would Ôstill be appreciated, it [wouldnÕt] necessarily get the highest 
markÕ (DS1). Another student thought that the dominance of urban music styles on the 
programme was inevitable given that Ôone fundamental aspect about urban is that [it] is 
now the definitive, modern commercialized type of popular music. [É] Pop is no longer 
Steps or S Club 7, itÕs the Jay ZÕs.Õ (DS2). Even outside of urban styles, he felt there was 
still a prevailing orientation towards commercially successful styles, and that in the rare 
instances of niche subgenres featuring there was still an orientation towards the 
commercial market beneath their aesthetic veneers: 
ThereÕs one band on the course, and they do shoegaze, [É] very en vogue, but if you take 
away the amount of reverb they overdose it with itÕs basically Coldplay (laughs). (DS2) 
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He had told the above mentioned band, with whom he was friends, that one of their 
songs sounded like Coldplay, and they had been offended. The interviewee attributed this 
to a concern for authenticity (his friends had perceived his comment as an accusation of 
Ôselling outÕ (DS2)). When I asked him about his own feelings regarding commercial 
success and authenticity, he reported that he had become less resistant to commercially 
successful music since studying on the programme, and had even come to appreciate 
Coldplay: 
I do listen to them now and go, ÔGod, I think I like this! My coolness is going down the 
drain right now!Õ But you know, bite that bullet I say. (DS2) 
However, he was unable to get over his dislike of urban music, the dominant genre on the 
programme: 
ItÕs horrible in a way because you end up having this intellectual superiority. Because 
urban music in essence feels dumb. It has this kind of dumbness about it, and thatÕs a very 
snobbish point of view to have. [É] ItÕs not like I think everyone who makes urban music 
is dumb, my housemates make amazing urban music and are definitely not dumb, but itÕs 
got this innate thing. The backwards baseball cap, or the white guy with the gold chains, 
and itÕs weird how [on] my course [É] that vibe gets amplified. (DS2) 
The other Institution D student felt that the bias towards commercial-oriented 
tropes extended to live performance sessions, where students were assessed on stage 
presence, image and dress sense, and encouraged to Ôplay like youÕre BonoÕ (DS1). She 
had found this uncomfortable, and inauthentic for the style of music she performed: 
IÕve been touring and gigging in punk bands for about six or seven years [...] and I was 
like, well you donÕt really do that, you fit the venue. [...] It was hard that they were trying 
to get us to play with this big attitude and ego, and really you try and rein it in and you 
stick yourself into the venue. (DS1) 
She had been asked to join a band on the programme that was Ôreally industry-focusedÕ 
(DS1), and the experience had temporarily put her off pursuing a musical career: 
[It was] really industry focused, and they just [focused on] everything like my stage 
presence, the way I looked, and that kind of made me see the industry for the monster that 
it is, and made me a bit sour for a while. (DS1) 
At Institution A, one student had been frustrated that Ôin the commercial realm [...] 
you have to adhere to these song formsÕ (AS1), while another had come to hate chart music 
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since joining the programme because ÔIÕve realised itÕs just a formula for the Top 40Õ 
(SS7). However, both felt that the programme had helped them to escape these (perceived) 
compositional restraints. One asserted: 
ItÕs changed the way I write. [...] Before I came here if I wanted to write, I would literally 
go, well this needs to go like this and this needs to go like this, and think too much of it, 
and it would put me off (SS7) 
The other, who identified his compositional style as ÔcontemporaryÕ as opposed to 
ÔpopularÕ or ÔcommercialÕ, was appreciative of the compositional freedom afforded to 
students, and felt they were: 
[É] encouraged to pursue whatever it is youÕre doing. I mean the music that IÕve written is 
not commercial by any means, but I donÕt think IÕve been steered away from anything. The 
teachers in composition have encouraged me to pursue that kind of thing. (AS1) 
However, he had perceived a greater attention to the standards of the commercial 
market in performance modules than in composition modules: 
It is interesting that when we do more of the performance modules there is more of an 
influence thatÕs suggesting that perhaps you should do this, you should do that [...], not that 
theyÕre saying ÔdonÕt do thisÕ, just that theyÕre more aligned to the commercial market and 
how a band needs to present themselves if they want to be successful. Which I suppose you 
would expect in that module. (AS1) 
At Institution B, one student identified a tension between the value of 
experimentation espoused in composition classes and the conservative, formula-driven 
appraisals given in feedback: 
Sometimes theyÕre saying youÕve got to be really creative and search for new things, but 
then they go Ôwell, you havenÕt gone verse-chorus-verse-chorus-bridge-chorus, you 
havenÕt adhered to the standard way that a pop song is writtenÕ. (BS3) 
However, he credited the programmeÕs contextual modules, which focused on the history 
and theory of popular music, with helping him to isolate what he regarded as the secret to 
songwriting success, which he felt had less to do with structural formula than with a 
conceptual framework. He made opaque use of the terms ÔsellingÕ and ÔsuccessfulÕ, such 
that it was unclear whether or not he was thinking in primarily commercial terms: 
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It just makes you think, I mean if youÕre writing a song and you want someone to listen to 
it, youÕre essentially selling a message, whether thatÕs ÔI donÕt love you anymoreÕ, or 
whatever, [...] youÕre essentially selling someone your art, [and] itÕll have more effect if 
itÕs got some sort of conceptual basis in the world that everyoneÕs living in, [...] people are 
going to be able to relate more easily and thatÕs why all those bands were so successful. 
(BS3) 
According to Institution CÕs programme specification, Ôstudents are encouraged to 
look beyond formulaic commercial music forms, and to engage with more exploratory 
contemporary ways of making musicÕ (CPS). This statement stands in stark contrast to 
Institution DÕs explicit orientation towards Ôthe prevailing standards of the commercial 
marketÕ (DPS); while Institution D would perhaps be resistant to the adjective ÔformulaicÕ, 
their application and understanding of the term ÔcommercialÕ was in no way pejorative, as 
was arguably the case at Institution C where commercial formula was cast in opposition to 
contemporary ÔexplorationÕ (DPS). Furthermore, rather than preparing students to 
apprehend and respond to commercially-mediated values, Institution C claimed to offer its 
students: 
the opportunity to work on contemporary music outside of the mainstream, and to develop 
original and imaginative approaches to your work on a course that recognises the diverse 
and often unorthodox nature of contemporary musical practice. (CPS) 
ÔMainstreamÕ is not, in and of itself, synonymous with ÔcommercialÕ, but it denotes 
majority validation and ubiquity, both of which are, in the case of popular music, gauged 
in terms of, and in achieved through, commercial success. Like ÔcommercialÕ, 
ÔmainstreamÕ can accrue pejorative connotations in discussions relating to authenticity. 
Among the Institution C student interviewees, there was a feeling that Institution C 
resisted ÔcommercialisationÕ (CS1). One student felt that in comparison with other 
institutions, such as one where his friend was studying whose emphasis was Ôcompletely 
commercialÕ (CS3), Institution C offered a ÔricherÕ educational experience. Another 
however was frustrated by the prevalence of Ôweird, soundscapey music that you donÕt 
necessarily want to listen to but you feel like you shouldÕ, and felt that there was Ôno 
emphasis on how to make a career out of it, and I think thatÕs a very important thingÕ 
(CS1). 
In my field notes I had recorded that gold discs awarded to staff and alumni lined 
the walls of Institution BÕs building. As such, visual signifiers of commercial success were 
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embedded in the physical landscape of the learning environment (I did not record anything 
similar at the other sites; however, Institution D and Institution A (like Institution B) list 
their commercially successful alumni and staff on their webpages). However, Institution 
BÕs programme leader suggested that famous icons of success could be misleading. He 
pointed to the majority reality of the music industry, beyond famous outliers, as justifying 
the need for formal education that would equip students with a broader range of skills to 
enable them to earn money from music: 
For every one the Edge, thereÕs two million not-the-Edges whoÕll not make any money in 
music. ItÕs that simple. (BPL) 
To summarise, within this section, data relating to the impact of and responses to 
commercial values, and understandings of authenticity in popular music, have been 
presented. Programmes were shown to maintain different orientations towards the 
commercial music market, with the starkest contrast existing between Institution D and 
Institution C, the former being explicitly committed to commercial values and the latter 
explicitly encouraging musical exploration beyond the commercial mainstream. StudentsÕ 
responses to their programmesÕ positions also varied, with some students disliking their 
programmeÕs commercial emphases, and others what they perceived to be their 
programmeÕs avant-garde preoccupations and apparent disregard for professional viability. 
Some felt that their own musical values were at odds with their programmeÕs, while others 
attested that studying on the programme had led them to fundamentally rethink their 
musical assumptions, and caused a shift in their musical values. In terms of my first 
research question, these findings highlight complex tensions existing on some programmes 
between commercial values and notions of authenticity and artistic value in music. They 
suggest also that understandings of the relationship between commercialism and 
authenticity differ between musical genres. Competing values relating to commercialism 
and authenticity could be identified within the message systems of curriculum, pedagogy 
and assessment, but also within institution, both in programme literature (Institution C and 
Institution D) and the physical environment (Institution B). 
6.9 Academic Enculturation 
Institution D, Institution A and Institution C all made reference on their websites to 
preparing students for future academic practice: 
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This course aims to: Prepare students for further study (DPWS) 
We have many students that go on to study at Masters and Doctoral level (APWS) 
Graduates who want to use their music degree in their work often progress to become [É] 
academics (CPWS) 
Institution B did not, although they listed their own Postgraduate Certificate in Further and 
Higher Music Education (PGCHE) under the Career Progression section of their 
programme webpage (BPWS). Institution AÕs programme leader suggested that some 
students became academically enculturated after joining the Institution A programme: 
There are some that are more academically-minded that go on to do dissertations, and who 
at the beginning donÕt think about postgraduate study, but then of course just from being in 
that university environment some people find that it really suits them. [É] they might go 
on to do an MA in performance, or composition, or technology, but they become more 
aware of the potential for an academic route for them. So thatÕs quite common. (APL) 
One of the Institution A students interviewed, who was in his final year and 
intended to apply to Masters programmes, had experienced this academic enculturation, 
and had become less motivated by notions of performing musicianship, which he now 
distinguished from academic practice: 
IÕve got more interested in other, wider things like music philosophy [É] and I think itÕs a 
general intellectual climate I suppose that IÕve become more interested in thatÕs quite 
different from the ÔI want to be a really good musicianÕ mentality. (AS1) 
In particular, he appeared to see his new-found academic interest as being at odds with 
popular music practice: 
Now IÕm more into composition I obviously use more of the full notational side, but 
somehow I feel quite detached from the performance-based side that others are really into, 
and more into the technical, musicological side. (AS1) 
[and] 
I think the academic environment suits me. In a lot of ways I feel a lot more like a classical 
musician than a popular musician. (AS1) 
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Institution DÕs deputy programe leader noted that, in contrast with past cohorts, a 
small number of students on the current programme had come to consider engaging in 
further academic study: 
At least two who are in their second year are talking about postgraduate degrees, and 
certainly that would have been unthinkable, barring a heavy object falling on them, even a 
couple of years ago really. (WDPS) 
As with the Institution A student above, one of the Institution D students I 
interviewed had developed a liking for academic life and was considering applying for 
Masters programmes. This had taken her and her family by surprise as it was seemingly 
out of character: 
My mum keeps making jokes, I was the idiot child who got arrested, was a late bloomer, 
that kind of thing. Now sheÕs like, ÔIÕve bred an academic!Õ [É] IÕve found a kind of inner 
academic (laughs) [and] I donÕt know what I want to do next year, and I donÕt have a job 
or career in mind so I may as well learn a bit more for a year. (DS1) 
She put this down to a second-year module, for which students researched, wrote and 
presented a themed conference paper, that stood out on the programme for being Ôreally 
academicÕ: 
It wasnÕt until the conference paper module. [É] Before on the other modules you could 
[É] write a 1500 word essay, add a little quote in and you could blag it, but doing that 
module where you researched anything you wanted really interested me, and when I did 
well I thought ÔI could really get into thisÕ, because I hadnÕt realized how powerful that 
could be. ItÕs the only module where weÕve been able to do something thatÕs really 
academic, whereas other more traditional courses thatÕs the kind of thing they do all the 
time. So IÕve missed that. (DS1) 
She noted however that many people on the course had Ôdespised it and hated it and 
not really connected with itÕ (DS1) and had little interest in theoretical or research content, 
preferring the more practical, applied content that was geared towards professional life in 
the music industry. 
While none of the students interviewed at Institution C or Institution B expressed 
an intention to continue studying at postgraduate level, all student interviewees across all 
cases found the more traditionally academic aspects of their programme to be intellectually 
stimulating, and placed high value on the theoretical content. For example: 
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I came to uni with an obsession for all sorts of different musics, [É] but IÕve become more 
aware of it, IÕve got a more in-depth knowledge of the stuff rather than Ôoh yeah IÕve heard 
of this guy before.Õ I think the cultural theory, understanding how itÕs applied to the real 
world, thatÕs been the most important thing for me. [É] We really get inside what music 
has done culturally. (CS1) 
[and] 
I think at [Institution C] weÕve had a richer experience [than students elsewhere] learning 
about culture, social and cultural theory as well, and it really challenges you intellectually. 
(CS3) 
[and] 
I just found it so enjoyable. It feels like second nature now [É], I missed the first 
Historical Perspectives session I have to admit, but the second [É] I was just blown away 
by the sheer scope of what we were learning. [É] when you first come down you donÕt 
expect yourself to be thinking about those kind of things, and if you just want to shred your 
guitar it can be a bit ÔWhoa! IÕve just aged!Õ (laughs). But thereÕs just nothing wrong with 
learning, with having knowledge. You can apply it to anything really. (BS2) 
In some instances students felt that the theoretical content had been pivotal in 
shaping their musical values and their approach to their musical career. For example: 
To be honest it takes everything that you know and makes you think, ah shit! In some ways 
maybe thatÕs depressing as well [but] itÕs saved me from going on the X Factor! (laughs) It 
makes you think well what is that exactly? What is that all about? I mean people 
masquerading as musicians! (BS2) 
To summarise, the data presented in this section illustrate that many student 
interviewees across cases spoke of having valued opportunities to engage in traditional 
modes of academic practice such as theoretical scholarship and essay writing, and having 
come to enjoy the academic environment. Furthermore, some interviewees spoke of having 
not appreciated these activities prior to engaging in them on their programme, suggesting 
that they had undergone a process of enculturation into the culture and practice of 
academia. This process was acknowledged by the programme leader at Institution Aand 
the deputy programme leader at Institution D. For some interviewees, this had led to them 
wanting to undertake postgraduate study, and the aim of preparing students for further 
study was stated in the promotional literature for Institution D, Institution A and Institution 
C. As such, students developed values relating to academic practice as a result of their 
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engagement with the curriculum and Ôgeneral intellectual climateÕ; as such, the 
development of these values might be attributed to the message systems of curriculum and 
institution. References made by Institution AÕs programme leader and one Institution A 
student to developing an affinity with the academic ÔenvironmentÕ suggest also that such 
values might also be attributed to the message system of lifestyle. 
6.10 The Academic Value of Popular Music Education 
This category accommodates data that relate to the academic value of popular 
music education, and the values that were implicit and explicit, in discussions thereof. 
Understandings of academic value, and the value of academic study, varied among staff 
and students across cases. While all interviewees believed that popular music was a valid 
academic discipline, many felt that it was not considered as such by outsiders. For 
example: 
I think thereÕs a stigma attached to doing a pop degree, itÕs not seen as a proper thing, [É] 
and theyÕve still got a while to go before the stigma drops off and people accept it. (CS3) 
[and] 
Questions of careers have always come up at admissions days, and not just candidates but 
parents. But you know I think itÕs natural that people wanted to put their mind at rest, 
particularly in the early days of popular music [studies], that it wasnÕt this Mickey Mouse 
degree [and] that itÕs valued. (APL) 
As discussed below in section 6.11, Institution DÕs deputy programme leader 
linked this to binary distinctions of ÔpopularÕ and other (usually ÔclassicalÕ) music which he 
saw as being Ôsocial capital-ledÕ (DDPL), and which apportioned greater value to Western 
art music than to popular music. He suggested that in the early days of the programme (and 
of the discipline), elements of the curriculum were incorporated primarily to meet wider 
academic expectations rather than to meet a genuine desire or need for that content: 
In the early days there was no question in my mind that the sociology strand was taken 
somewhat as an essential thing to make it into a degree rather than something anyone 
would have wanted by choice. (DDPL) 
He felt that the proliferation of popular music degrees often pointed less to a shift in values 
within academe than to the pressures placed on academic departments to meet recruitment 
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targets; popular music studiesÕ popularity among applicants was, he argued, attractive to 
universities seeking to meet student intake targets: 
[There are] places that were formerly very good at classical music but have seen their 
places dwindle from seventy to twenty. [ItÕs] the realpolitik of trying to keep your job as a 
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 century paleographer, that youÕre going to have to accommodate [popular music] 
people and that kind of music (DDPL) 
Despite his perception that distinctions between ÔmusicÕ and Ôpopular musicÕ persisted 
within academe, and in particular in programme nomenclature, the deputy programme 
leader was hopeful that the situation would improve in the future: 
I think thereÕs more likelihood of change when thereÕs a new generation of lecturers who, 
when weÕve all retired, have been through this process from day one, and can say you 
know, whatÕs the problem? I did a perfectly respectable degree, I have an interest, I want to 
bring it back and share it with other people of the future. (DDPL) 
One student at Institution D spoke of being put off initially by the low entry 
requirements for the programme; as such, her prior assumptions regarding the 
programmeÕs validity corresponded to traditional measures of academic standards rather 
than disciplinary content: 
I think initially I was quite snobby, [É] I mean you didnÕt have to have your three As, and 
IÕd done eleven GCSEs and was a bit snooty about it. (DS1) 
At Institution C however, one student suggested that the University itself was wary of 
being seen to be dumbing down by offering a popular music degree: 
They always seem to say popular and contemporary music, with an emphasis on the 
contemporary. Which suits me in one respect, but thereÕs a big taboo with popular music, 
they donÕt like the commercialization of it [É] [Institution C], a very well respected 
university doesnÕt want to be seen to be putting out a degree for pop musicians. 
So the contemporary sounds more intellectually defensible? 
It does yeah. (CS1) 
As noted in the previous section (p.135), Institution C explicitly encouraged 
students to engage with ÔexploratoryÕ modes of contemporary music practice beyond the 
commercial mainstream. For the 2013/2014 academic year, the programme title was 
changed from ÔPopular and Contemporary MusicÕ to ÔContemporary and Popular MusicÕ, 
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perhaps suggesting an attempt to convey the emphases and content of the programme more 
accurately. I asked Institution CÕs programme leader about this by email during member 
validation (Kvale, 2007). He confirmed that it was an attempt to reflect more accurately the 
nature and range of music covered on the programme, and to differentiate the programme 
from others: 
Spinning the contemporary before the popular was a deliberate choice to signal the nature 
of our degreeÕs creative practice and to sound different from the popular music degrees 
that are also in HE. It therefore attracts students who are interested in a wide range of 
modern musics. (CPL) 
He also noted that this nomenclatural variation had communicated this message 
successfully to applicants: 
It is interesting to note that this outward signal has been picked up by those students who 
have applied to us and has been mentioned, unprompted, as a reason why they chose the 
course: because it is more than the popular. (CPL) 
In contrast to the staff interviewees at the other institutions, staff at Institution B spoke of 
the skepticism surrounding the discipline within the music industry as oppose to within 
academia. One Institution B lecturer spoke of a perceived Ôjuxtaposition between rock and 
roll, and doing a degree in rock and rollÕ (BL1), while Institution BÕs programme leader 
highlighted what he saw as a common belief within the industry regarding the authenticity 
of popular music education: 
ThatÕs a common thing, you canÕt teach rock and roll, you know, itÕs always there. It 
seems a clich to me, but I mean you hear those things all the time you know. ÔHendrix 
never went to universityÕ, this kind of thing. 
To summarise, the data presented in this section illustrate that a degree of 
sensitivity was evident surrounding the issue of popular musicÕs academic legitimacy. 
Both student and staff interviewees held the view that popular music was a legitimate 
academic subject, but perceived scepticism from outside the discipline. In relation to my 
second research question, these concerns could arguably be seen to have impacted upon the 
message system of curriculum at Institution D (in an earlier incarnation of the 
programme), where normatively academic (theoretical) content had been included in the 
curriculum in order to satisfy concerns of degree-worthiness, and at Institution C, where 
the curriculum content was explicitly Ômore than popularÕ (CPL). Furthermore, it could be 
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seen to have impacted upon the message system of institution at Institution C, where it had 
prompted a change in programme nomenclature. 
6.11 ÔClassicalÕ, ÔPopularÕ and ÔJustÕ Music 
Across cases, the issue of the perceived relative value of popular music and other 
types of music emerged as a prominent theme. The programme leaders at Institution A and 
Institution C and deputy programme leader at Institution D all voiced concerns regarding 
the bifurcation of music into ÔclassicalÕ, ÔpopularÕ and/or other types, either resisting such 
categorisation itself, or the hierarchical value judgments they saw as deriving from it. At 
Institution C, where classical, popular and contemporary, and folk and traditional students 
all studied within the music department and shared some programme content, the 
programme leader sought to promote a common identity of ÔmusicianÕ beyond genre-
bound distinctions. He gave examples from curriculum and pedagogy: 
To say [the music programmes] run in parallel does not quite reflect the pollination 
between them. Folk and Traditional, Classical [and] Popular and Contemporary [students] 
have dedicated, non-elective modules that are compulsory [É] where we mix them up. 
They are organized deliberately across the different programmes to get them to mix and 
meet up. There is that sense of identity, but the identity is not to the point of exclusivity. 
(CPL) 
[and] 
When they turn up to their first oral session, I deliberately say Ôright. Put your hand up if 
youÕre a folk and traditional student, and they put their hands up, in the corner, you know 
that sort of ghettoization [of] all the different programmes, and I say ÔyouÕre all liars!Õ and 
they look at you stunned, and you say Ôthink about your MP3 player, hit shuffle, ok whatÕs 
the next track, whatÕs the next track, whatÕs the next track?Õ And I say, ÔYouÕre all 
musicians. Musicians. You might have a specialized interest, but you are not specifically 
that. (CPL) 
[and] 
I have students in each cohort who say Ôcan I turn up to [the others] as well?Õ [É] IÕm 
more than cool with that, because they meet other people and they form bands, and talk 
across ideas and find how common they are. (CPL) 
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Similarly, Institution A offered a range of programmes delivered within the same 
music department. As noted above, the forthcoming change to an encompassing ÔmusicÕ 
degree title was seen by the programme leader as an attempt to broaden the scope of the 
programme. She noted that some staff had seen this as a symptom of a breaking-down of 
musical distinctions, and a threat to popular music studies as a stand-alone discipline: 
I have heard one or two colleagues saying Ôwell, this is an example of where youÕll hear 
the term popular music less and lessÕ. (APL) 
She spoke of her frustration in the past at reductive understandings of popular music, often 
equated with ÔpopÕ: 
In the past whenever popular music was spoken about there were some people that 
consistently referred to it as pop music, as if that was what all it was, and that was one of 
the little things that irked me I suppose. And still is if I hear people trying to sum up an 
entire degree course in popular music as pop music, because what I understand is that pop 
music is certainly a large part of it but itÕs not the entirety of what we do on a popular 
music course. (APL) 
She suggested that ÔsnobberiesÕ could be found on either side of the popular-
classical distinction, but was optimistic that less rigid curricula that accommodated a 
broader range of musics could help to break them down: 
Provided that students still come on the course, and recognize that popular music is part of 
this overall music, letÕs just say, then that is fine by me. I donÕt have a problem with it at 
all, I think itÕs good that we donÕt have these barriers. It has to work both ways doesnÕt it? 
You canÕt have these snobberies on the one hand and an openness on the other (laughs). It 
seems to be working. (APL) 
Institution DÕs deputy programme leader was also frustrated by the typological 
distinctions maintained within higher music education: 
[At] Goldsmiths for example, the difference between music and popular music, separate 
courses. And itÕs extraordinary how common that is. [É] There are still music degrees 
available, music of course meaning not pop music of any kind. (DDPL) 
He believed that such musical distinctions were traceable to distinctions of social class; 
that there was Ôso much social capital attached to [classical] music, and so little to the kind 
of music that goes on hereÕ (DDPL). These distinctions were, he felt, discernible even in 
cultural initiatives that sought to increase musical engagement across social strata: 
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In some of the literature promoting wider access to music it seems to be worded as if it 
were very much part of the problem rather than the solution, because music again was very 
much about instrumental lessons, go to the estates and allow that kid to play the clarinet or 
whatever. (DDPL) 
For Institution DÕs deputy programme leader therefore, popular music education 
was inextricably bound to a social justice agenda within education of breaking down 
Ôbifurcated social capital-led distinction[s]Õ. He asserted that such an agenda had informed 
Institution DÕs programme since its radical conception as an antidote to the status quo of 
higher music education: 
The philosophy [the founding programme leader] had in mind for the course [É] was 
explicitly something which was trying to be the opposite of everything else that was 
available. (DDPL) 
[and] 
[The founding programme leader]Õs ideal would have been to have had such a revolution 
in pop music education that no music department existed anymore at all, other than those 
studying commercial music. I never shared that view, [É] but however itÕs something 
weÕve always felt weÕre here to do, I canÕt remember how Ranciere puts it but itÕs from 
Aesthetics and their Discontents. [the interviewee later provided me with a full quotation: 
Ô[weÕre trying to] reconfigure the common of a community, to introduce into it new 
subjects and objects, to render visible what had not been, and to make heard as speakers 
those who had been perceived as mere noisy animalsÕ (Ranciere, 2009; p25) ] (DDPL) 
In summary, the data presented in this section reveal complex tensions related to 
how popular music is perceived and valued. One the one hand, there was resistance among 
interviewees to musical distinctions such as ÔpopularÕ and ÔclassicalÕ, which were seen by 
some staff to promote hierarchical valuing of different musical traditions and were related 
by the Institution DÕs deputy programme leader issues of social capital, and a preference 
for breaking down such distinctions and approaching all music as ÔmusicÕ. On the other 
hand, there was concern that popular music was not respected in its own right. As touched 
upon in the previous section, the issue of nomenclature appeared to be central to this 
tension. In terms of my first research question then, while the value of popular music 
specifically in relation to other musics was asserted, so was the value of a pluralist, holistic 
approach to music. The Institution D programme leader linked the issue of musical value 
to values of social justice. In terms of my second research question, these values were 
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shown to circulate within the message systems of institution (through nomenclature), 
curriculum and pedagogy. They might also be seen to have circulated through the message 
system of lifestyle, given the Institution C programme leaderÕs reference to encouraging 
students to form bands with students from other programmes in the interests of widening 
their musical palates, and through the Institution A programme leaderÕs reference to public 
perceptions of popular music. 
6.12 The Impact of Staff IntervieweeÕs Background on their Values 
Through literature review it was established that academicÕs personal experiences 
inform their musical and educational values. As explained in Chapter 4 (4.3.3, Staff 
interviews), I sought to capture data relating to intervieweesÕ personal backgrounds in 
music and education, and their reflections concerning its impact upon their values and 
practice. 
All programme leaders, and Institution DÕs deputy programme leader, had studied 
music formally from childhood up to postgraduate level. Thus, while they had also all 
worked as performing musicians or industry professionals, their musical and educational 
lives had always been interconnected. Institution BÕs programme leader spoke at length 
about his music education, and in particular of studying under inspirational teachers who 
awakened him to the vocation of teaching as well as to high levels of musicianship: 
[After university] I went on to study with Dennis Sandole, who was John ColtraneÕs 
teacher, and ____. I studied with them for about three years. [É] It was very important for 
me because guys like them werenÕt just great musicians and theoreticians, but they were 
great teachers. (BPL) 
These teachersÕ pedagogical styles, and in particular their systematic, informed and 
flexible approaches to music, had informed his own approach to teaching: 
It does influence the way I teach quite a bit, [É] and obviously I adapt that for popular 
music, but I learned the value of having an organized literature, and being flexible too. [É] 
I thought well if I can get every pedagogical technique together, and pretty much mastery 
over my instrument, I can improvise, you know, and switch gears. (BPL) 
Institution DÕs deputy programme leader also acknowledged the influence of 
inspirational teachers as being pivotal in his choice to follow an academic career: 
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[In my] first year at Southampton, there were two lecturers operating at a very high level 
[É] that got me into the music analysis side of things, and as soon as I started really taking 
that seriously I suddenly found myself [É] ogling cardigans in shops! And it was really 
half way through the first year [É] that I thought yeah, I definitely want to do a Masters 
and then do a PhD. (DDPL) 
He recalled that this experience had also influenced his decision to pursue a music-related 
career and that previously: 
I had [had] no intention particularly at the time of pursuing anything remotely related to 
music afterwards, as indeed was the tendency in those days. (DDPL) 
Institution CÕs programme leader also reported the positive inspiration of 
educators, and acknowledged their influence on his approach to teaching: 
I had two teachers [at college] who were fantastic. And to this day IÕm extremely grateful 
to them. (CPL) 
I got in on the HND course for another two years, where, I would say, I became a 
musician. [É] The course leader at the time was absolutely stunning. The breadth of things 
from you know, understanding how Bach chorales really work, or playing the American 
songbook at the same time and mapping the two together. (CPL) 
but also noted the importance of his negative experiences of learning music at school: 
Actually I think that, and I would never tell this [school] teacher if I ever saw him again, 
but he did me a profound favour in terms of showing me exactly what not to do and in 
terms of how not to behave as an educational person. Because that taught me exactly how 
to leave people out in the cold. (CPL) 
Although classically trained as a pianist, he spoke of having had a deficit of 
theoretical and contextual knowledge that his schoolteachers, concerned primarily with 
Ôcrowd controlÕ (CPL), had neglected to address. He had begun to perform with a metal 
band, but saw it as something separate from the music he was studying in school; it was 
while studying for an HND at College that he began to develop an understanding of the 
commonalities between popular music and the music taught in formal education, and of his 
own musicianship as deriving from both areas. Awakened to the idea that his professional 
and educational activities could be integrated, he began to identify with academic study: 
That course, which was utterly adapted to me, and my understandings of musicology, was 
not just traditional but popular as well. [É] Those two years were utterly superb and I 
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totally immersed myself in the learning experience that I wanted. I [É] started to use 
libraries, and that was the academic training that started it off. (CPL) 
[At school] what I did as a musician was separate from education [É] you rehearsed after 
school, it was not integrated in the classroom at all. [É] But the synthesis was [É] during 
the HND when my professional life and my educational life were married, and I 
understood how the two could work together. (CPL) 
Institution AÕs programme leader had played classical brass instruments growing 
up. However, she identified singing in a vocal duo as a teenager with an older friend and 
mentor, as being the main formative experience that led her to develop a passion for music. 
Initially deciding not to go to university because the music programmes on offer at the 
time were classical in focus, she later heard about the Popular Music and Recording degree 
offered at Institution A, then the first of its kind in the UK. Like Institution CÕs programme 
leader, she went on to study for a Masters and a PhD in the same department and became a 
member of teaching staff. 
Both lecturers at Institution B had worked as professional musicians before 
working in education, and had not received any formal music education. Both felt that their 
expertise was experience-based, and had been recruited on the basis of their experience. 
Both however expressed a wish that they had received some formal education in music, 
believing that it would have enabled them to learn faster, and make fewer mistakes in their 
careers. 
In summary, data in this category illustrates that staff intervieweesÕ musical, 
educational and professional values derived in part from their own formative experiences, 
also musical, educational and professional. While interviewees recounted experiences that 
were for the most part positive, some also made references to negative experiences, or to 
learning from mistakes. Prominent among intervieweesÕ recollections were inspirational 
figures such as educators and mentors. In relation to my research questions, the data 
presented here demonstrate that interviewees (variously) placed value on formal music 
education, systematic pedagogy, learning through professional activity, and on a holistic, 
pluralist approach to music. These values were primarily transmitted through pedagogy, 
and derived from lifestyle, pedagogy, curriculum and, by dint of professional engagement 
in the commercial music sector, arguably from market also. 
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6.13 Creativity and Individuality 
Creativity and individuality were espoused by staff across cases as core values 
which they sought to foster in students. These values were borne out in their approaches to 
pedagogy and in curriculum design. At Institution B, one lecturer spoke of the challenge of 
allowing students to develop their individuality and creativity while still providing them 
with useful instruction, and of new initiatives being piloted to address the challenge: 
WeÕre really looking hard at how we can allow more creativity and nurture what they do 
rather than imposing what we think they ought to do, not least because one of the guys got 
on [a reality TV music show]. Solo acoustic [...], pin-drop silence. And IÕve known him for 
two years, and thought, [...] heÕs done alright in his exams, merits, distinctions, but if 
someone had come to me and said do you know a male vocalist who would be good for a 
project I would never have said ____, [...] all I saw was him being shy trying to sing metal 
songs badly, but that wasnÕt him you know. IÕm hoping thatÕs going to be a big change for 
next year actually, [...] nurturing creativity and individuality in a classroom context. (BL1) 
The other lecturerÕs comments echoed this. He spoke of striving to preserve and 
make a feature of studentsÕ individual characteristics rather than impose a generic model of 
musicianship upon them: 
At Institution B itÕs individuality as well. WeÕve never wanted to groom musicians to be a 
certain kind of musician [...], weÕre helping them into the industry with what theyÕre 
coming with. We want them, even in the live performance, to bring out their individuality. 
(BL2) 
At Institution D, the deputy programme leader spoke of his efforts to nurture 
studentsÕ faith in their own convictions, and their individual thinking, as opposed to 
Ôtell[ing] them what to thinkÕ: 
IÕm very fond of the avocatis diavoli kind of approach, particularly with the kind of people 
who are [...] Ôif itÕs on the Ônet itÕs right, what the teacher says is rightÕ. So what happens 
when you get two teachers disagreeing? [...] I often start whole modules by saying, Ôquite 
often in the taught content I will say things that youÕll be thinking to yourself, hand on 
thatÕs bollocks! And thatÕs what I want you to think. From time to time I will say things 
that are morally reprehensible or whatever, and I want you to debate with me.Õ (DDPL) 
He saw an iherent affinity between this ideal of criticality and independent thinking and 
the underlying non-conformist ethos of punk music, which he had listened to and 
performed growing up: 
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IÕm not telling them what to think, you know, IÕm sure like all of us weÕre all slightly 
guilty of that, but I think it comes back to where we started really, the punk ethos. The 
wonderful thing that I remember about punk, the most liberating thing that anyone said 
was ÔdonÕt listen to what anyone else is saying, itÕs rubbish.Õ And that was a tremendously 
useful starting point, particularly in our subject areas it seems to me (DDPL) 
Similarly at Institution C, the programme leader sought to nurture independent thought in 
students. While students were taught music theory through the study of rules and 
frameworks, the programme leader was Ôat pains [...] throughout [...] to get them to think 
how it will work for themÕ (DDPL). Like Institution DÕs deputy programme leader, he saw 
punk as a potentially liberating case study, for its rejection of restraint and convention: 
ThatÕs a great starting point to get them ripping apart. Students that come here donÕt know 
anything about hacking, and DIY scenes, and the projects that come from that, but if you 
asked them to define punk, theyÕd talk about Carnaby Street, and McLaren and the Pistols, 
but [not] the sense of what that legacy is within a DIY sceneÉso is Punk canonical? Only 
in the sense that it had so much shared ground afterwards. (CPL) 
Furthermore,Õ creativity, experimentation and artistic risk-takingÕ (CPWS) were explicitly 
espoused in Institution CÕs promotional literature, where they were set in opposition to 
ÔformulaicÕ and ÔmainstreamÕ (CPWS) approaches to creative practice (see earlier findings 
relating to commercial values, p.135). 
At Institution A, the programme leader spoke of nurturing studentsÕ individuality 
and creativity in composition, but acknowledged that this presented difficulties in terms of 
establishing criteria for assessment: 
The assessors have to be open-minded themselves, [É] and you have to have an 
understanding of what [the studentsÕ] compositional intentions are I suppose, and assess it 
against the set criteria and try and be open-minded. It is [É] a challenge for the assessors 
in that way. (APL) 
To summarise, values such as creativity, individuality, individuality, artistic risk-
taking and experimentation were variously valued by staff, and in official documentation, 
across cases. Staff interviewees spoke of seeking to promote such values in their teaching, 
and of adapting curriculum and assessment design to better accommodate them. They were 
thus reflected through the message systems of institution, curriculum, pedagogy and 
assessment. 
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6.14 Collaboration, Lifestyle and Informal Learning 
There was evidence across cases that studentsÕ developed their musical and 
vocational values through extra-curricular activities and lifestyle practices, and through the 
influence of their peers on their programme. Staff across cases asserted the value of peer 
learning, and of studentsÕ musical engagements outside of the formal curriculum and 
institutional purview. 
Institution DÕs deputy programme leader spoke of how he and his colleagues 
sought to promote frequent collaboration and encouraged students to utilize each otherÕs 
skills and expertise in realizing their own projects. He termed this shared practice Ôjigsaw 
collegialityÕ, and suggested that the structure of the curriculum around unsupervised group 
work and integrated projects was naturally conducive to a collegial atmosphere: 
Because itÕs more centred around being in the studio jamming or being in the studio 
rehearsing or being in the studio producing, or being in the business lab researching the 
legal aspects of playing that live gig or whatever, then almost invariably thereÕs more 
likely to be a more collegial vibe among students, naturally. (DDPL) 
One student had found herself contributing to a number of projects on the 
programme because of her range of musical skills: 
Sometimes they have this shortage of drummers, so I would step up and say, well, I can 
drum a bit, and IÕd get pushed in at the deep end and would have to drum, [É] I was asked 
to join this dubstep, trip hop band and sing in that, and that was not like anything IÕd done 
before. (DS1) 
While these collaborations had led her to Ôsubconsciously pick up loads of thingsÕ (DS1), 
she felt that some students, specifically vocalists who did not play instruments or produce 
music, benefitted more than others. Another student reported that his friend had become 
disillusioned with collaborating with others on the programme as he felt he was not 
benefitting much himself: 
He said to me, ÔI think IÕm one of the most talented people on the course and I was really 
hoping that wasnÕt going to happenÕ, [É] he wanted to be challenged but instead he gets 
loads of MCs phoning him up wanting a beat. [É] And heÕs done it loads of times but now 
heÕs like ÔIÕm not getting anything out of that, whatÕs the point?Õ (DS2) 
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While he was broadly positive about the collaborative aspects of the programme, he 
suggested that dividing students up into groups with different responsibilities could 
sometimes lead to tensions: 
Essentially what theyÕre trying to do is give students that angle on the industry, which I 
understand, and they had this beautiful idea of [getting] students to create their own show, 
[but] you have the creative strand whoÕll create the show, and the sharing strand whoÕll 
share the bands, and the thing is by creating that divide, youÕre creating a divide. (DS2) 
At Institution B, one lecturer believed that the ability to build collaborative 
networks- in a discerning, informed way- was an essential skill for professional musicians: 
I try and push hard for them to get used to the idea that theyÕve got to know a good bass 
player even if theyÕre a good singer, and a drummerÕs got to know a good guitarist, that 
youÕve got to know what this stuff means, or youÕll end up banging your head against the 
wall carrying dead weight. (BL1) 
Some students noted that the opportunity to access musical networks was a key 
factor in choosing to study at Institution B: 
ItÕs a huge part of it, [É] for many people the only thing was meeting other musicians, 
because in some areas of the country that people come from youÕre just not exposed to this 
world where everyoneÕs creative, everyoneÕs writing music and everyoneÕs got something 
to add to you, and you yourself can contribute to them. (BS2) 
[and] 
If IÕd stayed in Exeter for three years IÕd still have the same friends, the same amount of 
musicians, which is about five, [but] now that IÕve been here for a few years IÕve got about 
a hundred new friends who all play different instruments and have different talents. (BS3) 
On all programmes, collaboration and networking were not limited to the 
classroom or the formal curriculum, but were part of studentsÕ (and staffÕs) social life, both 
within and beyond the institution. Institution BÕs programme leader identified hallways 
and other communal spaces as sites in which collaborative practice took place: 
I think a lot of them exchange ideas, and a lot of them are practising in the hallways, that 
sort of thing. (BPL) 
He saw the active institutional social life at Institution B as engendering Ôa driven 
sort of artistic environment in which people thriveÕ (BPL). Furthermore, it allowed 
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students to avail themselves of professional expertise that they would be unable to access 
anywhere else: 
I mean not shooting my own horn, but I play with some of the best musicians in the world. 
Unless you find me somewhere, youÕre not going to work with me. [É] A guy like 
______. When [else] are you going to get a chance to talk to someone like him over coffee 
about contract law? (BPL) 
According to one student at Institution D, informal hallway interactions between students 
and staff had contributed to the dominance of an urban vernacular on the programme: 
YouÕve got the student walking down the corridor and saying ÔyoÕ to the lecturer, [É] and 
you can see that the relationships are very, for want of a better word, street, and thereÕs a 
street vernacular, and thereÕs a deeper understanding, irrespective of race and ethnicity. 
So just more of a cultural register? 
Yeah, guided by that understanding of urban music, and what that entails. (DS2) 
All staff interviewees identified peer learning as occurring through studentsÕ extra-
curricular musical engagements. One lecturer at Institution B spoke of a difference in the 
social practices of different instrumentalists, in particular between drummers and 
guitarists: 
I honestly believe that drummers are really social animals (laughs), and as musicians they 
will teach each other and learn from each other quite happily, [É] theyÕll talk and discuss 
and help each other out. Whereas guitarists seem to be a bit more insular, they sit here like 
this (huddles into himself) and they work something out. I know itÕs a generalization, but I 
see it a lot. ThereÕs a lot of peer learning, [and] IÕve found in ten years drummers have 
always been very quick to get on with each other. (BL2) 
The programme leader at Institution C noted that studentsÕ musical development 
also occurred outside of the programme, through their concurrent social and professional 
engagements: 
Students just forming bands, getting together and performing within the town too, they 
often make their own routes. (CPL) 
He placed high value on studentsÕ engagement in extra-curricular activities alongside their 
work on the programme. Relating this to his own experiences of playing in bands as a 
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student, he acknowledged that involvement in wider musical activities was essential, even 
though it could impact upon studentsÕ engagement with the formal curriculum: 
So youÕd finish your rehearsal and then at two in the morning after youÕd done the gig 
youÕd get up early for a lecture [É] at seven, and youÕd get on the metro for a nine oÕclock 
start, and youÕre still quite tired. So my engagement wasnÕt as good as it could have been. 
But thatÕs remarkably important. [É] And when students come to talk to me about their 
professional life alongside studying, I understand it. (CPL) 
One student at Institution C had had opportunities to work with students on the 
other music programmes through his professional engagements, and had been able to draw 
from the UniversityÕs musical network: 
IÕve had experience with some of the other folk students and classical students through my 
external work. I worked to get some cash as a freelance producer, and one of the artists I 
was working with wanted strings for their record, and flute, things that would require a 
folk player, and I did find that working with them was an incredibly beneficial thing, 
because you realise what their skills are and arenÕt. (CS1) 
Within the music department, but outside of the classroom and curriculum, students from 
across the four music programmes at Institution C were encouraged to interact and 
collaborate. All three students interviewed had valued the extracurricular musical life of 
the department. One felt he had significantly broadened his musical knowledge by 
watching his fellow students perform: 
We have lunchtime concerts which showcase a range of really different musicians, and it 
really doesÉI mean thereÕs music out there that I didnÕt know existed before university, 
and I think thatÕs really important. (CS3) 
He felt that students only had themselves to blame for not taking advantage of 
opportunities to interact with other musicians: 
I think the course really is what you make of it. I mean you can shut yourself away and not 
interact with any other students, but itÕs like any situation. You can interact with them if 
you like, the opportunities are there, itÕs whether you take them or not. (CS3) 
Another Institution C student asserted that he had Ôlearned as much from students 
as I have from lecturersÕ (CS2), while the third suggested that performing with other 
musicians had led him to be more reflective regarding his own musical practice: 
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I think you learn from each other obviously in a positive way, but you learn from 
experiences that arenÕt so positive, and theyÕre often the most important learning curves. 
You donÕt just think, Ôah that was shit, so therefore that personÕs rubbish and I donÕt ever 
want to work with them againÕ, you question, Ôoh, was that me?Õ How you practise music, 
[É] you really open your mind. (CS1) 
At Institution A one student interviewee, who played in two bands in his home 
town in addition to his projects on the programme, explained that every aspect of his social 
life involved music in one way or another: 
To what extent is music involved in your social life, either in or outside the course? 
Oh musicÕs everything to be honest. Everything I do revolves around music. During the 
week IÕll either be home writing music or playing my guitar or composing, and at the 
weekends IÕm gigging, and practising between that as well. (SS2) 
He felt that mixing with other musicians on the programme had helped to broaden 
his musical tastes and playing style, leading him to see value in different genres of music: 
IÕd say before I came to uni I was more into standard rock, but now since IÕve met people 
who are really into the progressive side, thatÕs whatÕs really made me feel that more. Just 
playing with other people, you get jazz people in here, and youÕd never really play with 
them [otherwise]. (SS2) 
Another student also saw music as a major aspect of his life and identity, but was not an 
active performing musician and as such did not shape his social life around musical 
engagements: 
IÕd say that music is a massive part of my life and who I am really. ItÕs always an 
influence. I donÕt know socially whether IÕd say really it influences too much of what I do, 
IÕm not sure. I think I donÕt get out as much as some of the others, I spend a lot of time 
studying (laughs). (AS1) 
Another student spoke of how her listening tastes had changed dramatically since joining 
the programme. This was mainly as a result of a culture of music sharing among her 
friendship group: 
We all live closely and thereÕll be moments when (SS8) will come in and go Ôcheck this 
outÕ, or Ôlisten to this bandÕ, and IÕll say ÔI donÕt know themÕ, and heÕll say Ôoh youÕve got 
to listen to themÕ. (SS7) 
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Music sharing was apparently common on the programme, not just among localized 
friendship groups but across the whole programme population via a facebook group: 
So is there a lot of music sharing on the course then? 
Yeah. We also set up a facebook group, and everyone here on the course is a member, and 
everyone is always posting videos, and within two minutes there are these arguments 
(laughs)Õ. (SS7) 
In summary, the data presented in this category illustrate that studentsÕ musical, 
professional and other values were formed, transmitted and changed through their extra-
curricular lifestyle practices, and that some students saw the lifestyle message system as 
being as crucial to their development as curriculum, pedagogy and the institution. 
6.15 Musical Values, Tastes and Genres 
Across cases, student and staff interviewees reported dominant genres and styles of 
music on their programmes, suggesting the predominance of certain aesthetic values over 
others. At Institution B and Institution A staff and students identified the dominance of 
rock, or indie: 
[ItÕs] rock and stuff, but thatÕs always going to be that way. (BS1) 
IÕd say the high percentage are the rock players; there are pockets of other stuff but there is 
a dominant vibe of rock (BL1) 
Half to three quarters of the course are indie bands, or indie influenced. But you get that 
wherever you are donÕt you? ThereÕs always got to be the main genre of music that people 
listen to. (SS5) 
Going back to a review that one of my colleagues did over this last academic year 
[regarding] the interests of the ensemble bands that were put together, he just noted that in 
terms of genre itÕs primarily rock based. Now I know thatÕs a huge genre in itself, but itÕs 
not as if the students are coming in saying Ôwe want to do more sanka and latinÕ. (APL) 
At Institution B however, both the programme leader and another lecturer had discerned a 
shift in recent years towards a broader spectrum of styles represented in studentsÕ playing 
interests: 
I mean when I got here it was hard rock, blues, and maybe kind of indie bands, but it 
seems to have spread out a bit. (BPL) 
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ItÕs changed. When we started it was very much metal. And then it started to be more rock, 
but it started off with a load of metal heads. But during the years IÕve noticed less and less 
of that. ItÕs much more eclectic. (BL1) 
while at Institution A, the programme leader suggested that the bias towards rock styles in 
ensemble performances, which had been identified in a report by her colleague, did not 
extend to composition: 
Compositionally IÕd say itÕs less so in terms of there being an overall genre thatÕs seen to 
dominate, [É] students seem to be a bit more willing to push themselves in different 
directions. (APL) 
At Institution D however, both students identified urban music styles as being dominant 
among students on the programme. In one studentÕs view this had defined the overall 
ÔcultureÕ of the department, as staff sought to meet the interests of the student majority: 
Urban. Urban is the word, sky high, not just among students but teachers generally. [É] 
and when youÕre in a lecture urban culture is always used as an example because the 
majority of the people in the class are interested in it and can relate to it. (DS2) 
So that emphasis is student-driven or faculty-driven? 
I think initially itÕs student driven, because itÕs just a numbers game in that respect, but 
then as soon as staff latch onto that itÕs amplified massively. (DS2) 
There was variation across cases in the extent to which students felt the programme 
had influenced their tastes and musical values. However, almost all students appreciated 
having been exposed to a broader range of musics, and had come to see the value in music 
beyond their own tastes. Indeed, one student at Institution B drew a distinction between 
liking and valuing music: 
I was into Rock, but now [...] IÕm into RnB and hip hop. 
So you feel that your outlook has changed since youÕve been on the course? 
Yeah, tastes definitely. Not value, because I still appreciate it as much as the next hip hop 
record, you know. (BS1) 
while a student at Institution A spoke of not valuing any style of music over others, despite 
his own tastes lying predominantly in rock music: 
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I can [listen to] that and listen to a record that Phil SpectorÕs mixed and mastered and 
written you know, like a Charelles hit from the 60s thatÕs two and a half minute long and 
think thatÕs perfect you know. I donÕt place any value on one more than the other. (AS11) 
Some students did not believe in an absolute distinction between good and bad music, only 
differences in taste: 
(Do you think thereÕs good and bad music?) 
I would have just said it was music that I donÕt get. (SS3) 
ItÕs all about your taste. (SS4) 
IÕm not a massive fan of dubstep, but I appreciate what theyÕre doing and the skill it takes 
to create those sounds. [...]ItÕs not for me, but I wouldnÕt call it bad music. (SS2) 
Without giving a specific definition of music I donÕt think you can say there is good or bad 
music. (SS8) 
Another student however was frustrated by what they perceived to be a relativist 
understanding of musical value: 
[But] you can apply [relativism] to everything. Hitler wasnÕt bad, he was just 
misunderstood. ThatÕs rubbish. ThereÕs everyoneÕs opinions but some peopleÕs opinions 
are wrong. [...] There is good and bad. There is right and wrong. (AS10) 
While another attributed relativism to the ÔintroductionÕ of postmodernism: 
I think [the distinction between good and bad] is something that is disappearing since 
postmodernismÕs been introduced. (SS6) 
Despite these differences of opinion, all students supported a distinction between good and 
bad musicianship. The qualities associated by student interviewees with good musicianship 
were broadly the same across cases, and included the ability to listen, lack of ego, 
knowledge of different styles, punctuality and restraint. For example: 
I think youÕve got to be able to listen to the other members of the band, and not be 
egotistical about what youÕre playing. (BS3) 
Just listening when youÕre in bands, and knowing where you sit with other musicians, [...] 
knowing your styles. (AS1) 
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At Institution A, some students spoke of their musical values being at odds with 
their instrumental teachersÕ, and that they had felt frustrated by the content their teachers 
had prescribed: 
IÕve had [É] problems, like my first teacher was a classical teacher so I wanted to do 
something and she wanted to do something else (SS3) 
[and] 
[I]t got frustrating because I knew what I wanted to be working on but he had his ideas of 
what I should work on, itÕs difficult to find a balance, and I think maybe if they had a 
wider range of teachers they could maybe you know tailor it to the studentsÕ needs. (SS4) 
Some students related this to their instrumental teachersÕ age, suggesting that their musical 
values related to a different era and that they did not understand the needs of modern 
musicians: 
TheyÕre a bit older [É], they are great musicians and have a lot of experience, but the 
more modern music that weÕre playing they donÕt perhaps understand (SS4) 
If we play what theyÕre playing when we go up, everyoneÕs going to start looking at us. 
[É] If weÕre wanting to get paid as musicians we canÕt be doing that stuff from back then, 
itÕs a lot more modern. (SS5) 
At Institution B, the programme leader and one lecturer noted that solo virtuosity 
was not a priority at Institution B. He suggested that the emphasis was more on the ability 
to work well within ensembles (Ôband-orientedÕ) while the lecturer suggested that there 
was an emphasis on Ôsimple things done wellÕ (BL1). Another lecturer at Institution B 
spoke of the difficulties he had encountered with trying to get students to listen outside of 
their narrow tastes. He related this to what he saw as the ÔtribalÕ nature of youth culture: 
I think [itÕs] really hard when theyÕre young, and I mean I was the same listening to 
Genesis, [É] I wouldnÕt have listened to Depeche Mode. Funnily enough now I think 
Depeche Mode are amazing, [É] I think, the tribal thing, itÕs like IÕve got this T shirt, I 
canÕt play Stevie Wonder, itÕs not me. (BL2) 
To summarise, these data suggest that while a range of musical values existed on 
all programmes, there were dominant genres and styles. This was mainly due to studentsÕ 
music tastes, but in some cases, genre biases were perceived to be embedded in 
institutional culture, and in curriculum content and assessment criteria. There were 
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significant differences in understandings of musical value, with some students maintaining 
relativist understandings and others foundational ones, and in understandings of the 
relationship between value and taste. All students acknowledged the value of engaging 
with a broad range of musics, although some students felt that the music they were 
required to study were irrelevant to their needs. 
Relating these data to my second research question, musical values were seen to be 
borne in the lifestyle message system, since they derived in large part from studentsÕ prior 
musical tastes, and in some cases from changes in studentsÕ tastes precipitated by extra-
curricular social interaction, but also through curriculum and pedagogy. 
6.16 Canon 
The theoretical issue of canon had emerged through literature review as an 
important area of value formation in music education, and an early proposition was 
formulated that the values of popular music programmes derived in part from canons of 
works, artists and practices. The issue of canon was therefore targeted explicitly in data 
collection. 
There was varying resistance within and across all cases to the concept of canon in 
popular music, but acknowledgements that it would be remiss to exclude certain high 
profile musics or artists. For example, Institution AÕs programme leader was: 
[...] not really aware that in Institution A we have defined things as a canon, but I think itÕs 
true to say that the bigger names will always feature in one way or another, and when I say 
big names, that does have to come down to popularity, and [...] culturally who is seen to 
have greater value I suppose in their contribution to popular music, and a course in popular 
music has to take account of that but not be tied down by it, or be limited by that. (APL) 
One Institution B lecturer suggested that knowledge of some repertoire was a pre-requisite 
for playing certain styles of music, and that he always sought to impress upon students 
lines of heritage behind performance traditions: 
They donÕt understand that to play what they play you kind of have to hear the Beatles, and 
you have to hear that, and you have to hear that. ItÕs you know, you have to keep knocking 
on the door, and they get there. (BL2) 
Likewise, the Institution A programme leader felt that Ôyou should include some things, I 
mean we would always include something on Hendrix, something on the BeatlesÕ (APL). 
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Paradoxically, the practicalities of pedagogy both denied and necessitated the inclusion of 
artists in the curriculum; owing to time constraints some artists that lecturers felt to be 
important were inevitably overlooked, but at the same time, and as one Institution D 
studentÕs observation regarding tutorÕs employment of urban music examples might 
suggest is also the case there, the choice of examples was limited by what lecturers thought 
students would be familiar with: 
We always say to students that itÕs impossible to cover everything, itÕs impossible to cover 
every artist (APL) 
[and, when teaching composition] 
[...] thinking about examples I want to select [...] it was selected at times certainly on 
whether I thought the students would know the artist, [...] if weÕve only got one playing of 
this then itÕs better that we play something that theyÕve heard but havenÕt thought about in 
that way before. (APL) 
She explained that she always sought to pair well-known artists with lesser-known 
examples, so as to introduce students to new music. These would not necessarily be drawn 
from popular repertoire however, and might include examples of contemporary classical 
music: 
On the popular music courses IÕve taught on weÕve always incorporated and referenced a 
huge range of music, [...] if we were looking at some more current compositions that are 
quite challenging in their use of manipulation of sound sources then we would talk about 
people like Varse, [...] Stockhausen, [and] if we were looking at atonal works, some of 
ZappaÕs work, or things like Morbid Angel, then weÕd go back and look at the very early 
days of atonal, [such as] Schoenberg (APL) 
While this breadth of styles had always been a feature of the programme, Institution AÕs 
programme leader spoke of a recent increase in musical scope, which she linked to the 
proposed change in degree title to a BA Music (previously BA Popular Music and 
Recording): 
[...] weÕve never really shied away from looking at classical music, or contemporary 
classical works, but now I think thereÕs probably [...] even more of an attempt to make 
them realise, you know, we shouldnÕt have these barriers, and I think thatÕs a good thing. 
(APL) 
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Institution CÕs programme leader was similarly opposed to stylistic barriers, and asserted 
that the curriculum at Institution C was designed to broaden studentsÕ understanding of 
popular and contemporary music to encompass a range of styles including Ôworld musics, 
[because] itÕs not just European pop weÕre talking about hereÕ(CPL). Like Like Institution 
AÕs programme leader, he strove to highlight commonalities that existed across musical 
styles. He also gave the example of Frank Zappa: 
Modernism, postmodernism, how does that inform the popular music canon? Why would 
Boulez work with Frank Zappa? Those sort of ideas. Again, breaking out of those areas 
that they might have preformed. (CPL) 
He gave a further example of using popular and classical music side by side, in this case to 
illustrate harmonic structure: 
[...] thereÕs a wonderful slide I put up, ÔWhoÕs the best exponent of the three chord trick, is 
it Status Quo, or is it Monteverdi?Õ And they go ÔOh itÕs got to be Status QuoÕ, and I put on 
some Monteverdi and say ÔItÕs one-four-five guys!Õ ThatÕs it. (CPL) 
While he used the term popular music canon on occasion, he explained that he found the 
notion of canon to be Ôincredibly dangerousÕ, and suggested Ôshared practiceÕ as a more 
appropriate term/concept for its emphasis on commonality and not categorisation: 
ThereÕs something horrible about the desire to canonize and to label, it reminds me of the 
early ethnomusicologists that would go out into the field and take their recordings and then 
bastardise them into tonal structures, [...] so if you talk about the canon, I think thatÕs a 
little too slippery for me. I like shared practice as a more interesting idea, drawing ideas 
together. (CPL) 
The notion of ÔinterconnectednessÕ (CPL) in music was, according to Institution 
CÕs programme leader, woven into every aspect of the curriculum at Institution C, from 
critical-theory based modules to historical studies and performance. As such, open-
mindedness was a core value that Institution C sought to inculcate in its popular and 
contemporary music students, who the programme leader felt were in any case more 
disposed to take an open-minded approach than classical students because of the nature of 
their prior musical development: 
In think that popular and contemporary students that come through these doors have a 
more open awareness of what they are as a musician. Within the people they listen to and 
the bands that they go to thereÕs an immediacy to it. I think your more traditional classical 
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musician has more awareness of history as canon, because of the music theyÕve had to do 
for ABRSM, or [which has been] taught in the syllabus. (CPL) 
Notwithstanding his wariness of canon formation, which he saw as having given rise to 
divisive musical ÔpillarsÕ, he recognised the pedagogical usefulness of the common 
practice canon in teaching certain aspects of theory: 
Teaching Schenkerian theory, which I do on a Thursday morning, itÕs very easy to do that 
within the common practice canon. (CPL) 
While he saw traditional modes of analysis (such as Schenkerian theory) as valuable 
knowledge for all musicians (popular or otherwise) however, he was again emphatic in his 
belief that they were inappropriate as means of codifying popular music: 
What IÕm at pains to do throughout is get [popular and contemporary music students] to 
think about what theyÕre currently playing and how it may well work for them. I donÕt like 
articles that are ÔSchenker for the StonesÕ and things like that...itÕs missing the point. That 
canonization of popular musicology is incredibly dangerous. (CPL) 
[and] 
ItÕs Mouer, who classified all of the popular musicology in his appendix, [É] following 
from AdornoÕs theory of how limited popular music harmony is. I struggle to see the value. 
(CPL) 
At Institution A, students noted that jazz was commonly used in teaching harmony. 
One suggested that this was appropriate because: 
[...] there arenÕt many other styles of music that lend themselves so easily to doing 
advanced theory. The jazz lends itself to that well if youÕre not doing classical. 
The harmonic side of things, and rhythm? 
Yeah [...] I mean apart from progressive metal and all those sort of things, but theyÕre very 
niche and specialised compared to something general like jazz, and thereÕs an established 
teaching framework for it. (AS1) 
The data presented here illustrate a high degree of ambivalence to the notion of 
canon formation and canonical values, but also that teaching staff drew upon established 
traditions and repertoire. Canons were employed in teaching and syllabus design, and as 
such canonical values might be seen to have operated via the message systems of 
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curriculum and pedagogy; however, staff interviewees sought to promote values of 
scepticism and open-mindedness to mitigate against what they saw as pitfalls of canon 
formation. 
6.17 Locale 
The findings of the pilot study (Appendix VI), together with the findings of 
Papageorgi et al. (2010a) informed the theoretical issue of locale, and the proposition that 
programme values may derive in part from socio-geographical context. The findings of 
appeared to support this proposition, to varying extents across cases. Students reported that 
local cultural norms and cultural infrastructure impacted upon their extra-curricular, and in 
some cases curricular musical experiences. In some cases, the programmesÕ promotional 
literature explicitly asserted a direct link between programme values and the cultural 
heritage of their geographical location. For example, ManchesterÕs musical heritage 
featured on Institution AÕs programme website: 
[Institution A]'s proximity to Manchester city centre means you will be able to take full 
advantage of the regionÕs world-renowned music scene as both an active participant and an 
enquiring spectator. Professional guest speakers and visiting artists from the industry 
ensure you will gain an appreciation of ManchesterÕs historical importance within both 
traditional and contemporary/popular music idioms. (APWS) 
Some students suggested that the cityÕs musical heritage had impacted on the culture of the 
course by way of some of the teaching staffÕs experience: 
So does that whole heritage influence the culture of the course? 
ItÕs lecturer to lecturer, some of them pick up on that, some donÕt, itÕs person to person. 
(SS3) 
It depends on the staff member? 
A lot of the staff are from round here, and the ones that are from round here [ManchesterÕs 
heritage] is a big influence. (SS4) 
Institution BÕs programme website featured a page devoted to BrightonÕs cultural 
life, although there was no explicit suggestion, as there had been at Institution A, that 
locale-specific musical heritage was incorporated into the programme curriculum. It asserts 
however that Ômusic is in BrightonÕs bonesÕ, describes the city as ÔbohemianÕ and 
165 
ÔeccentricÕ and highlights its musical eclecticism by way of referencing many popular 
music subgenres including ska, reggae, soul, rockabilly, punk, funk, jazz, goth, metal and 
industrial (BPWS). One student spoke of having been attracted to this cultural diversity. 
He had found what he perceived to be BrightonÕs liberal values to be liberating in terms of 
his personal identity, allowing him to lead a more ÔauthenticÕ lifestyle. This had been 
instrumental in the development of his musical ambitions: 
I mean BrightonÕs really diverse, really liberal, and IÕve noticed that a lot of people here 
want to be different, and I find that a lot of people being different, you donÕt stick out, so 
IÕve definitely tried to be more of an [É] average guy, trying to live his life rather than try 
and live something else I guess. 
Have you changed your outlook in terms of what you want from music from being here? 
Yeah definitely. (BS1) 
For most students across cases, the location of the institution had been a significant factor 
in their choice of degree programme. For some, being able to live at home was an 
important factor in their choice of programme, whether for financial reasons or because 
they had musical (or other) commitments that they wanted to maintain while studying. 
Others however had actively sought the specific cultural life and opportunities that the 
programme locations offered: 
IÕd always wanted to give Brighton a try (BS2) 
[and] 
I thought well I donÕt want to spend another year [in my home town], IÕll do a yearÕs 
course in Brighton. I wanted to live here anyway. [É] IÕm in somewhere thatÕs a hub of 
creative activity, Brighton. ItÕs next to London, I mean itÕs a suburb of London basically. 
(BS3) 
[and] 
[It was] partly circumstantial, but partly I was like, IÕm going to get myself down there, 
play in bands and stuff. ThereÕs more going on in Manchester than in Newcastle. (AS11) 
[and] 
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I knew that Manchester was good for music but I didnÕt think about it too much, I knew 
that Manchester was a big enough size for me, I think London would have been too big for 
me. And it was in the north. (AS10) 
At Institution A, one student had been attracted to Manchester because ÔitÕs got that 
heritageÕ(AS10). Institution AÕs programme leader suggested that ManchesterÕs musical 
reputation was important for the many students who were Ôfrom the area anyway, and a lot 
of those that [had] come from outside [were] coming to Manchester because itÕs got this 
great reputation for music and thatÕs what they in part want[ed] to try to get involved withÕ 
(APL). Most students acknowledged that Manchester had much to offer in terms of 
opportunities to perform and listen to music, although some claimed they didnÕt Ôgo outÕ 
(AS1; AS12) or regretted Ônot gigging as muchÕ as they felt they should have (AS12). 
Others however had found ManchesterÕs musical climate to be dominated by indie rock 
and thus at odds with their own musical tastes. This had led them to look elsewhere: 
IÕve spent most of my time in Leeds [É] you can go and see your jazz or your indie, 
whereas here thereÕs your Manchester indie stuff that seems to cover a lot of bases. 
ItÕs narrower? 
Narrower in that itÕs just one genre of music but a lot more clubs play it, whereas if you 
want to see your jazz thereÕs not that many clubs that play it. (SS4) 
[and] 
A lot of it is not my kind of rock. ThereÕs a really big kind of indie thing going on at the 
moment [and] every time we get a gig in Manchester itÕs like us playing prog rock music, 
on with a bunch of indie bands, so itÕs really hard work. 
The audiences are hard work? 
Yeah you feel alienated from the audience. But [...] a place where we gig a lot now is 
Liverpool, [and] Preston, Blackpool as well, we go down well in Blackpool. (SS2) 
Other students suggested that in addition to indie rock dominating the live music 
scene, the club scene was dominated by Ôlowest common denominatorÕ (SS9) chart pop. 
However, one student asserted that there were opportunities to experience music outside of 
the mainstream for those willing to seek them out: 
Even the club scene isnÕt that bad if you go to the right places. If you go to the big, cheap, 
aimed at everyone everywhere, for students, ÔyouÕll all like itÕ kind of club then yeah itÕs 
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going to be rubbish, but if you go to something a little more niche then itÕs going to be 
good. (SS9) 
All of the student interviewees at Institution C were active musicians who 
performed regularly around Newcastle. All appreciated NewcastleÕs cultural life, but did 
not give specific details. The programme leader summarised the cityÕs musical life as 
being Ôremarkably pluralÕ (CPL), and characterized by collaboration across different 
genres: 
From the Sage in Gateshead, which is a fantastic, fantastic venue, the home of Sinfonia, 
through to halls one and two in the same venue which have folk, and you go across to 
[whatÕs] now called the O2 academy, which is within Newcastle itself for the rock shows, 
across to the arena, which is more like stadium-type concerts, through to the City Hall 
which is a bit more provincial, down to Lit and Phil which does the sort of chamber 
ensembles, through to Northern Stage, through to all the stuff we do here, back to the pubs 
and the DIY scene, through to the clubs, [itÕs] massively plural, and thereÕs an awful lot of 
fusion. An awful lot of combined sites where [É] different genres are brought together 
deliberately because of the bands that do that. (CPL) 
To summarise, data presented within the category of Locale illustrate that values 
associated with cultural-geographical contexts were evident, to varying extents, across 
programmes. These values impacted in various ways upon studentsÕ lifestyle practices, and 
as such might be seen to have operated via the lifestyle message system. Local music 
culture was noted explicitly in Institution AÕs programme literature as informing 
programme content, and thus locale-specific values might be seen, in Institution AÕs case, 
to have operated within the message systems of institution and curriculum and pedagogy. 
Elsewhere, locale-specific resources determined the musical activities, both curricular and 
extra-curricular, available to students. 
6.18 Summary 
This chapter has presented the findings of the primary research phase of the study, 
arranged according to themes identified through coding and analysis. The findings reveal 
that the nature of the interplay of values within the cases could be highly complex. 
Aesthetic and musical values were brought into dialogue with values relating to equality 
and social justice, and with commercial and academic values; the dominant values encoded 
in local cultural life were in some instances seen to impact upon studentsÕ engagement 
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with music in ways that were perceived to be positive and negative; students found their 
musical values changed as a result of their programme of study, and also from coming into 
contact with their peersÕ musical tastes and practices; transactional analyses of the value of 
higher education were pitted against conceptions of higher education as being of higher, 
intrinsic value; advocacy of the value of popular music as a cultural form, and for its 
academic manifestation, ran alongside calls for genre distinctions, which were perceived to 
implicitly present some forms of music as being of greater value than others, to be broken 
down; values seen to underpin macro level policy such as in the proposed fee rises, or 
enshrined in meso level literature or strategy, informed the values within the micro (case) 
setting but could also be oppositional to those of individuals, and the relative value 
ascribed to different skills and knowledge appeared to reflect other value positions, such as 
programmesÕ responsiveness to commercial values, or even the aesthetic characteristics of 
certain types of music. Different values could be seen to inhere, and be transmitted 
through, different message systems. 
The following chapter considers these findings in concert with the theoretical and 
contextual frameworks established across the first three chapters, with the aim of 
generating wider insights towards a sophisticated apprehension of the values of higher 




This chapter considers the findings presented in Chapter 6 in the context of the 
issues discussed in the literature review. It discusses the values that can be identified 
within the data, and considers how these relate to and interact with each other. It proposes 
that complex value relationships gave rise to tensions which were evident within and 
across the cases, which may be crucial to understanding the dynamics of higher popular 
music education in the UK. 
The primary data in this study were mainly sourced from the micro level- from the 
students, staff and literature of the cases- as opposed to the meso and macro levels within 
which the cases sat. However, analysis of the data revealed that values deriving from the 
wider meso and macro contexts were evident within the micro level setting, for example 
when embedded within and transmitted through state policy or institutional governance. 
Moreover, within each case, values relating to seemingly separate domains did not always 
manifest discretely but were often enmeshed, establishing value relationships that could be 
oppositional or complimentary. Therefore, this section seeks not only to identify values 
that were held by students, staff, or enshrined in programme literature at the micro level, 
but to discuss them in terms of their interplay. 
7.1 Principle and Transactional Values 
As discussed in Chapter 2, Skelton suggests that academicsÕ values develop in part 
through their formative life experiences, and under the influence of their parents and other 
central figures in their lives (Skelton, 2012). This appeared to be true of all staff 
interviewees. The programme leaders at Institution A and Institution C and two lecturers at 
Institution B all made reference to their own experiences as professional musicians, and a 
clear link was evident in the relationship between these experiences and the musical and 
professional values they maintained. In the Institution A programme leaderÕs case, working 
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as a singer as a teenager had enhanced her valuing of popular music, and brought her to the 
realization that she wanted to focus on popular rather than classical music. Both lecturers 
at Institution B explicitly stated that their professional and musical experiences lay at the 
root of what they chose to teach, while the Institution C programme leaderÕs experiences of 
juggling professional and academic life informed his vision of the programme as being 
Ôrooted in a professional landscapeÕ (CPL), and in his belief in the necessity of students 
acquiring ÔrealÕ experience. He also related his beliefs concerning access to (and the cost 
of) education to his own experiences of growing up in a working class family and of 
receiving a grant to study at university. Institution B and Institution CÕs programme leaders 
and Institution DÕs deputy programme leader all acknowledged the impact of influential 
educators on both their musical and educational values, and for the Institution B and 
Institution C programme leaders in particular, the interconnectedness of these different 
value domains. 
These uniquely personal values underpinned the staff intervieweesÕ understandings 
of the purpose of popular music education, of education generally, and of popular music 
itself. This supports a proposition that individual academicsÕ personal principle values are 
active within the educational setting. While in all cases the staff interviewees claimed to 
broadly agree with the values of their institution, the Institution C programme leaderÕs 
opposition to the marketisation of higher education might be considered an instance of 
Ôvalues schizophreniaÕ (Ball, 2003, cited in Skelton, 2012, p.257), defined as when an 
individualÕs personal values are in contradiction with those of the systemÑ in his case UK 
higher educationÑ they are professionally obliged to participate in (see Chapter 2, p.19). 
Institution AÕs programme leaderÕs and Institution DÕs deputy programme leaderÕs reports 
of colleaguesÕ discomfort at the changing educational culture, and in particular to what 
they perceived as increases in accountability and a drift towards vocational curricula, 
might also be seen as evidence of values schizophrenia. 
Institution DÕs deputy programme leader reflected that his valuing of open-
mindedness and resistance to canonical values derived from his listening religiously to John 
PeelÕs eclectic radio show as a teenager, and more generally from the Ôpunk ethosÕ (DDPL). 
His account of his formative experiences was unique among the staff interviewees for this 
reference to subcultural values. Although Institution CÕs programme leader spoke of metal 
as having been his genre affiliation during college and university, his reminiscences did not 
touch upon values specific to metal culture, or even to metal performance norms; Institution 
DÕs deputy programme leader, by contrast, referred to the reactionary values inherent in the 
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punk ethos, which had influenced his principle values and which he saw as hugely 
important to higher popular music education, in particular for its rejection of epistemic 
authority (ÔdonÕt listen to what anyone else is saying, itÕs rubbishÕ (DDPL)). 
Concerning SkeltonÕs (2012) discussion of the interplay between individual 
academicsÕ values and those of their disciplinary tribes, we must once again acknowledge 
the uniqueness of popular music studies as an academic discipline, and of popular music as 
a social phenomenon. The importance of popular music within youth culture has been 
widely discussed (for example, by Huq, 2006; Scruton, 1998) yet seldom has focused 
consideration been given to the fact that all academics working in the UK today have lived 
(and continue to live) their lives in the era of popular culture and are thus inescapably 
under its influence, albeit to varying degrees. Given the pervasiveness of popular culture in 
the twentieth and twenty-first centuries, its potential to impact upon the experiences from 
which academicsÕ values derive is surely self-evident. As the deputy programme leader at 
Institution DÕs comments suggest however, the inherent heterogeneity (aesthetic, 
ideological or other) of popular culture is such that individuals, academics among them, 
may develop values according to their engagement with particular strains of it (in his case 
punk). While this is relevant to academics of all disciplines, it is arguably of particular 
pertinence to popular music studies where the object of study (popular music) is itself a 
vast phenomenon of popular culture, and where academics are charged with teaching and 
designing curricula for heterogeneous student cohorts with potentially different popular 
cultural experiences and aesthetic, subcultural and other allegiances. 
If we accept, as Skelton (2012) suggests, that academicsÕ personal values interact 
with those inherent in the wider systems in which they work, then we should also consider 
the interplay of studentsÕ personal values with those they perceive to be espoused on their 
programmes; students, like academics, must surely be seen to arrive at the academic setting 
in possession of a set of values issuing from their prior experiences, and informed by 
influential figures in their lives. In the case of popular music education, these sets of values 
include their musical values, and many of the formative experiences and influential figures 
from which studentsÕ musical values derive relate to popular culture. Several examples 
might be offered from the present study, one being an Institution A studentÕs acquisition of 
a secondhand CD collection as a teenager, which he saw as setting in motion the 
development of his musical tastes (AS10). Moreover, given that students engage with 
popular culture outside of the academic setting, the development of values from personal 
experiences must be seen to take place not only prior to but concurrently with their studies, 
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as an aspect of lifestyle (see 7.8.5, Lifestyle). One Institution A studentÕs musical tastes 
changing dramatically, which she attributed not only to her programme of study but to 
record-sharing with her housemates, might be taken as an example to support this 
proposition. 
Furthermore, students are arguably as susceptible as academics to Ôvalues 
schizophreniaÕ (Ball, 2003; quoted in Skelton, 2012, p.257) when their existing values are 
at odds with other values inhering explicitly or implicitly within the academic setting. A 
subculture-related values schizophrenia is arguably evident in one Institution D studentÕs 
experience of being asked to perform according to commercial performance values at odds 
with her own, which were rooted in her experiences as a punk musician. Values 
schizophrenia was arguably also evident in one Institution BÕs studentÕs reappraisal of her 
earlier fondness of the X Factor, and an Institution A studentÕs similar shift in musical 
values away from her earlier commercial tastes. 
The studies by Woodall et al. (2012) and Kalafatis and Ledden (2012) of student 
value, discussed in detail in Chapter 2, employ analytical frameworks that are based in a 
conception of educational value as essentially transactional. Evidence across cases of costÐ
benefit considerations informing decision-making at student, staff and institutional level 
might be seen to support the validity of such analyses. Some students considered the value 
of education in terms of (among other things) the benefits they would acquire (such as 
skills and access to networks) and the sacrifices they would make (money and effort), 
which conforms to understandings of net student-as-customer value as = get/give, and to 
some of Kalafatis and LeddenÕs (2012) get/give values (Get: ÔfunctionalÕ (skills), ÔsocialÕ 
(networks) / Give: ÔmoneyÕ, ÔeffortÕ (p.7). In addition, the programme leader at Institution 
BÕs understanding of studentsÕ reasons for undertaking study was formulated according to 
notions of benefit and sacrifice, and in particular the value of ÔtimeÕ (Ôyou want the piece 
of paper obviously, but you want a short cutÕ (BPL)), another of Ledden and KalafatisÕ 
(2012) ÔgiveÕ values (p.7). Elsewhere, Institution CÕs programme leader spoke of the 
ÔmarketisationÕ of higher education, a process which Ng and Forbes (2009) see as 
Ôlend[ing] currency to the student-as-customer conceptÕ (p.44), although as discussed 
above his strident resistance to it suggests that the student-as-customer concept conflicted 
with his principle values. 
Woodall et al. (2012) identify ÔpriceÕ, Ôindirect costsÕ, Ôtime and effort, and ÔbrandÕ 
(p.4) as key aspects of student value. Institution AÕs maintaining of ÔPopular Music and 
RecordingÕ as a pathway title (having previously been a degree title) was explicitly 
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attributed by the programme leader to brand-consciousness, suggesting an awareness on 
the part of the programme team of studentsÕ customer dimension, and of branding as an 
influential factor. Among student interviewees, although branding was only referred to 
specifically by one student whose decision to study at Institution B had been based on an 
advert in a guitar magazine that made heavy use of rock iconography, others spoke of 
institutional reputation, often transmitted by word-of-mouth. These examples not only 
indicate that students did indeed Ôdisplay customer-like behaviourÕ (Woodall et al., 2012, 
p.4), but also suggest that a conception of the student-as-customer underpinned Institution 
AÕs and Institution BÕs approaches to student recruitment. This might also be considered in 
relation to the notion of neoliberal political technologies (Shore & Wright, 1999, 
Discussed in Chapter 2, p.35), since it was the extrinsic pressures associated with funding 
that had provoked a more market-aware approach to student recruitment. 
The transactional aspect of higher education was foregrounded in studentsÕ and 
staffÕs comments concerning proposed fee increases. Many studentsÕ acknowledged that the 
fee increases would have impacted on their decision-making regarding higher education 
opportunities, and on their expectations thereof. This might again be seen to support the 
validity of benefit/sacrifice analyses of student value. However, it also brings into focus the 
perceived value of education itself, which some students felt was unquantifiable in 
monetary terms but intrinsically valuable in another, less tangible sense. Indeed, some 
students asserted that there would never have been any question of their not pursuing higher 
education, regardless of the cost. This was not on the quantitative basis that any price would 
be transactionally justifiable, but rather that education was something they valued on a 
deeper, principle level. Similarly, resistance to fee rises from some student and staff 
interviewees did not relate to the monetary value of the educational product (whether or not 
the higher cost represented value-for-money in terms of benefit) but was rooted in principle 
values such as equality of opportunity, free education, and the intrinsic value of education 
itself (as discussed above (p.170), the Institution C programme leader linked these values to 
his own experiences). These analyses draw to light some ideological tensions underlying the 
student-as-customer concept, whose framing of education in consumerist terms is for 
Brooks (2012) consistent with what she perceives to be an emerging educational paradigm 
that privileges economic competitiveness over moral purpose. 
MannÕs (2008) observation that competing values such as ÔcompetitionÕ, 
ÔemployabilityÕ and ÔmarketÕ on the one hand, and ÔaccessÕ and ÔinclusionÕ on the other 
illustrate tensions between economic imperatives and a social justice agenda (p.1) is 
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persuasive. However, it arguably overlooks the possibility that the values underpinning 
these discourses, as can be seen from the findings of this study, are not always understood 
to be oppositional or counter-productive and can even be seen as mutually-fulfilling. For 
example, the emphasis on vocational knowledge and ÔemployabilityÕ was for Institution 
DÕs deputy programme leader both market-focussed and a means to pursue social justice, 
since it facilitated equality of access to the music business; this is consistent with Henry et 
al.Õs (2001) suggestion that the employability agenda is indicative of an ideological stance 
that seeks to maintain market principles while at the same time promoting social justice 
through equality of economic opportunity; it might be argued that such approaches to the 
employability agenda display a form of Ôthird wayÕ thinking. 
These findings suggest that, as Harland and Pickering (2011) argue, principle 
values underpin all that we do. While students in this study certainly considered their 
educational choices and expectations in terms of benefit and sacrifice, some also related 
their educational experiences to their principle values. Moreover, while institutions and 
academics were seen to consider student recruitment in terms of transactional values, there 
was evidence also of individualsÕ principle values informing their approaches to and 
understandings of education. This might suggest that analyses that reduce academic value 
to its transactional aspect alone are incomplete, and that new models of analysis that 
consider the values and beliefs that students and staff hold in relation to what they give or 
get through the education experience, may lead to richer insights, at once acknowledging 
the currency of the student-as-customer concept but also its limitations. The trialectical 
relationship between give (sacrifice), get (benefit) and hold (principle) values suggested by 
these findings can be expressed as a model of three value continua (see Figure 4). 
175 
 
Figure 4. Continua of transactional and principle value in higher education 
Principle values of social justice were both implicit and explicit in interview data, 
and in macro, meso and micro documentation. Most significantly for this study, they 
featured in discussion of musical, educational and vocational values, and as such 
represented a nexus of these different value domains. According to Institution DÕs deputy 
programme leader, popular music suffered under a Ôsocial-capital-led distinctionÕ (DDPL) 
that placed it below Western art music in terms of value. He suggested that this bifurcation 
of ÔartÕ and ÔpopularÕ music corresponded, perhaps more than ever, to distinctions of social 
class, and as such both embodied and exacerbated social inequality. To him therefore, 
popular music itself was a socially disenfranchised musical form, and his understanding of 
it might be seen to conform in this respect to BirrerÕs fourth definitional category of 
popular music (Sociological: popular music is associated with or produced by a particular 
social group (Middleton, 1992, p.5, summarised from Birrer, 1984, p.104)). He therefore 
saw popular music education as a means to achieve social justice, since it allowed students 
without a knowledge of a particular cultural form (classical music) associated with higher 
socio-economic strata to access higher music education on their own cultural terms. 
The Institution D deputy programme leaderÕs reference to rap music as a form 
associated with less affluent socio-economic groups is especially noteworthy in this regard. 
Firstly, and foremost, it suggests that popular music itself can be perceived as internally 
socially stratified, and subject to its own Ôsocial-capital-led distinctionsÕ (DDPL). As such 
it might be seen to problematise dichotomous perceptions of socio-musical categorisation 
according to the distinctions of ÔclassicalÕ and ÔpopularÕ alone. If frequently asserted links 
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between genre and social class are valid, then some genres within popular music might be 
seen to be more socially disenfranchised than others, and thus arguably more deserving of 
focus within a social justice agenda. Secondarily, it presents an indicative example of 
subcultural nuance in the commercialism/authenticity problem. It brings us to consider 
what might appear, prima facie, to be a contradiction between the often perceived socio-
economic disenfranchisement embodied by rap music, and rap musicÕs vast market share, 
and an alternative urban music aesthetic (encompassing rap) which totemises the pursuit of 
wealth and might therefore be seen to embody the market values of neoliberalism, 
examined more closely below. There is not space here to sufficiently unpick the 
juxtaposition of social disenfranchisement and conspicuous commercialism in some rap 
music (which is arguably as much causal as it is contradictory). It might however be 
considered here in light of what the Institution D students perceived to be the prevalence of 
commercial-oriented urban music on Institution DÕs programme, and of the collocation of 
social justice and economic values in higher education which Delanty attributes to Ôthird 
way thinkingÕ (Delanty, 2003). Just as an industry/market-focused approach to 
ÔemployabilityÕ was seen by the deputy programme leader to be consistent with the social 
justice agenda (see above), Institution DÕs explicit emphasis towards the commercial 
aspect of popular music, coupled with what the deputy programme leader described as its 
strong commitment to social justice, might again suggest that the two were not considered 
to be oppositional, and that commercial success was seen to have an equality-achieving 
potential. If this analysis is valid, then market values such as commercialism and 
competition were not understood by the deputy programme leader to be oppositional to 
social justice, or even in tension with it as Mann (2008) suggests, but rather facilitative of 
it. Such an understanding is again consistent with third-way thinking. 
Despite also being critical of the musical binaries of classical and popular, 
Institution CÕs programme leader did not link them to social inequality as Institution DÕs 
deputy programme leader had, but only to musical closed-mindedness. The theme of social 
justice featured elsewhere in his interview however, and most prominently in discussion of 
fee increases in higher education and the culture of marketisation, which Institution DÕs 
deputy programme leader, in contrast, did not refer to. Institution CÕs programme leader 
believed strongly that dramatic increases in the cost of higher education were prohibitive, 
and would limit university access for people of low income backgrounds, a principle which 
he saw as having been crucial in enabling him to pursue his own academic career (see 
above). One Institution B lecturer expressed similar concerns to the Institution C 
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programme leaderÕs but was less explicitly opposed to fee increases, which in any case 
have different implications for private institutions such as Institution B, and spoke more 
generally of a regrettable economic climate. His understanding of the impact of fee rises 
was arguably consistent with transactional conceptions of student value; studentsÕ 
willingness to pay was seen as an endorsement of the quality of the product. 
Among students, the theme of social justice was rarely in evidence explicitly, 
although the student interview question schedules promoted discussion of their own 
experiences rather than reflection upon wider, abstract principles such as social justice. As 
the only exception, one Institution A student voiced concerns similar to those of the 
Institution C programme leader, and like him lamented that fee increases would close 
down opportunities for lower-income applicants. This ran counter to his understanding of 
the value and purpose of education. As discussed above (p.173) however, there was much 
evidence to suggest that the issue of money was prominent in some studentsÕ decision-
making, and that fee increases might therefore impact upon the latter. Thus while (with the 
exception of the Institution A student above) students did not explicitly invoke the issue of 
social justice implications arising from fee increases, their reflections on their own 
situation might be seen to lend currency to concerns such as those voiced by Institution CÕs 
programme leader. 
As demonstrated by the selection of educational policy documents reviewed in 
Chapter 2, values such as ÔaccessÕ, ÔequalityÕ, ÔdiversityÕ and Ôwidening opportunityÕ are 
commonly espoused in policy documents, and thus purportedly enacted in legislation. All 
cases in this study
 
are subject to this macro-level discourse, situated as they are within a 
regulated sector legally bound to comply with macro decision-making. What is clearly 
demonstrated empirically through these findings is that such values, while widely espoused 
across macro, meso and micro levels, may be variously associated by individuals with 
different contextual domains such as (in this study) academic content, cultural form and 
the price of education. Therefore, while it is not within the remit of this study to highlight 
contradictions between the values espoused by the state and the pressures it exerts, the use 
of such concepts in policy and official discourse can be problematised by the suggestion 
that such values are not neutrally understood. It can however be reasonably asserted that, in 
the Institution C programme leaderÕs case, the pressures deriving from the governmentÕs 
fee strategy, and in the Institution D deputy programme leaderÕs case socio-cultural norms 
and some cultural policy, went against their ideals of social justice. 
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To summarise, across this section it can be seen that transactional and principle 
values impacted on student and staff experiences, and complex relationships could be seen 
to exist between participantsÕ principle values, such as their beliefs in the intrinsic value of 
education and popular music, or in principles of social equality, and the transactional, 
commercial value of both education and popular music. 
7.2 Conceptions of Knowledge and Employability 
As discussed in Chapter 2 (p.28), employability has become a prominent theme in 
higher education in recent decades, and is now an ÔofficialÕ term used in higher education 
documentation and policy. While ÔemployabilityÕ might, prima facie, be considered a 
value unto itself in the same way that we might consider ÔequalityÕ or ÔdiversityÕ to be 
values, different understandings of this term correspond to a host of value-laden concepts 
and ideological positions. The employability agenda has clear epistemic implications; it 
impacts upon the nature and scope of knowledge taught, or generated, since it configures 
the aims and purpose of higher education in accordance with wider state strategy. The 
values driving this agenda, and underpinning notions of employability, can thus be seen to 
be present within each case by dint of the legal imperative for higher education institutions 
to conform to macro level state policy. 
Each programme published, as a legal requirement (see Chapter 2, p.29), an 
employability statement aimed at prospective applicants; as such each case was, as is any 
undergraduate programme in the UK, ÔcommittedÕ to the employability agenda in the sense 
of legal obligation as discussed above. The required placement of this information, and 
ÔkeyÕ statistics relating to graduate employment, at the centre of applicant-facing literature 
in the interests of enhancing student choice (HEFCE, 2010) indicates the presence of 
macro level market values of competition. Beyond this legal obligation however, staff 
interviewees all expressed a positive commitment to enhancing studentsÕ employment 
prospects, such that employability might be argued to have been valued by the staff 
interviewees in all cases. However, approaches to and understandings of employability 
were seen to vary markedly, pointing to different underlying values among staff and across 
institutions. For example, Institution DÕs deputy programme leader spoke of Institution DÕs 
focus on the Ôhard skill areasÕ (DDPL) that would lead to employment within the music 
industry, and explicitly acknowledged that Institution D valued hard skills over 
transferable skills. Institution CÕs programme leader on the other hand emphasized 
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graduatesÕ versatility owing to the transferable skills they had accrued at Institution C, and 
identified non-discipline-specific skills such as critical awareness as being among the core 
skills. These differing perspectives can be considered in light of the two employability 
definitions offered in the 2012 revised edition of the Pedagogy for Employability paper 
(HEA, 2012, quoted in full in Chapter 2, p.28). The Institution C programme leaderÕs 
position was more obviously aligned with the second of these, which asserts that 
Ôemployability is more than about developing attributes, techniques and experience just to 
get a jobÕ and places emphasis on Ôdeveloping critical, reflective abilitiesÕ (HEA, 2012; 
p.1). The values of transferability and criticality clearly underpinned the Institution C 
programme leaderÕs approach to the employability agenda, and were also embedded in the 
programmeÕs employability statement that made reference to a range of musical and non-
musical professions for which graduates are suited. The Institution D deputy programme 
leaderÕs position on the other hand was distinctly more instrumentalist. He was openly 
sceptical of programmes that emphasized general skills such as critical thinking, and, in 
line with the first definition, his approach was more straightforwardly focused towards Ôa 
set of achievements [É] that makes graduates more likely to gain employment and be 
successful in their chosen occupations.Õ (HEA, 2012 p.1). Meanwhile, one Institution B 
lecturerÕs understanding of core skills, with the exception of Ôa good business headÕ, was 
more narrowly focused towards musical skills. Thus while his understanding was arguably 
as utilitarian and pragmatic as the Institution D deputy programme leaderÕs, it was rooted 
firmly in the specifics of performing musicianship. 
We can refer here once more to the histories of higher popular music education and 
its non-popular counterpart, and consider them against DelantyÕs history of societal 
knowledge (Delanty, 2003). As discussed in Chapter 2, Delanty asserts that the 
Ôknowledge societyÕ (Delanty, 2003 p.72) that emerged from the eighteenth century 
enlightenment and was dominant until the late nineteenth century placed Ômen of learningÕ 
(Delanty, 2003, p.72)- the academy- as the new guardians of knowledge. It was within this 
epistemic climate that the British conservatoire and university music department came into 
being; early academic (i.e. institutional) music can be seen as a product of post-
enlightenment ideals and epistemology, and in particular of understandings of art for artÕs 
sake (Ford, 2010). This elite-mediated Ôknowledge societyÕ was followed by a period of 
professional training and accreditation, arising from the demands of the industrial epoch. 
Popular music studies emerged however, like its object of study, within a later post-
industrial and post-modern Ôinformation societyÕ (Delanty, 2003, p.72). As such, the 
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discipline has come into being within an epistemic climate that is responsive neither solely 
to traditional academic nor professional expertise but is vast and pluralistic, and in which, 
as Delanty suggests, knowledge is Ôtaking more and more public formsÕ (Delanty, 2003, 
p.72). These epistemic conditions may partly explain what Cloonan and Hulstedt (2012) 
observe to be the absence of a ÒcoreÓ curriculum in the discipline. No straightforward 
epistemic foundation can be seen to exist in popular music studies, and programme teams 
face the significant challenge of creating curricula that, at once: prepare students for 
professional life in an unpredictable industry
12
 contingent upon frequent developments in 
information technology and thus subject to continuous structural and operational change; 
accommodate the study (and practice) of popular music, a cultural phenomenon which 
unlike its classical counterpart has no institutionally-mediated core canon embodying 
aesthetic ideals, and over which the academy has traditionally not held any authority in 
terms of value; and satisfy the norms and expectations of ÔhigherÕ education, whether as 
enshrined in policy (such as QAA subject benchmarks) or understood tacitly by the wider 
academic community. 
Responses to, and the balancing of, these imperatives differed across the four cases 
in this study, lending support to Cloonan and HulstedtÕs (2012) observation of internal 
disparity in the discipline. The programmesÕ differences in response to these competing 
imperatives might be considered in terms of Becher and TrowlerÕs (2001) distinction of 
extrinsic pressures, such as epistemic drift (Elzinga, 1985), and intrinsic pressures which 
relate to a disciplineÕs construction by its internal participants. However, this distinction is 
complicated if we accept Shore and WrightÕs (1999) argument that extrinsic pressures are 
applied through insidiously coercive political technologies (Foucault, 1991, cited in Shore 
& Wright, 1999), and can effect new internal subjectivities, when people under pressure 
are forced to re-orient themselves towards the values and priorities of policy. The 
requirement for programmes to publish Key Information Set statistics is an obvious 
mechanism of accountability functioning through the transactional aspect of higher 
education; prospective students are presented with quantitative indicators of programmesÕ 
achievements according to areas identified as important (or ÔkeyÕ) by policymakers, on the 
basis that this will inform their decision about where to invest their time and money. In this 
situation therefore, policy promotes a competitive market in which programmesÕ survival 




if it can even be considered such- Institution AÕs programme leader discouraged use of the term Ômusic 
industryÕ at Institution A, preferring Ôcultural economiesÕ 
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(in terms of student intake, and therefore funding) depends upon their relative performance 
in statistical categories extrinsically deemed to be ÔkeyÕ. It might persuasively be argued 
therefore that the Key Information Set functions in the manner of a neoliberal political 
technology as identified by Shore and Wright (1999), disciplining not only the whole 
(higher education), but also the composite (the individual/micro population), by way of 
reconfiguring subjective priorities towards survival under new, externally enforced 
conditions. The Institution A programme leaderÕs comments regarding a Ôwider cultural 
shiftÕ in emphasis towards graduate employability, to which the programme team had had 
to make a ÔconcessionÕ (although she was admittedly uncomfortable with that wordÕs 
negative connotations) and to which some colleagues were opposed, might be seen to 
exemplify the extrinsic pressure of wider epistemic drift (Elzinga, 1985, cited in Becher & 
Trowler, 2001) towards vocational emphasis, and its impact on internal priorities. On the 
other hand, the inclusion of theoretical content on Institution DÕs earlier programme, which 
was according to the deputy programme leader was a reluctant concession to dominant, 
traditional academic standards, suggests a shift in the other direction towards 
intellectualisation (Becher & Trowler, 2001) under the external pressure of academic 
benchmark standards and tacit academic expectations. Furthermore, Institution DÕs deputy 
programme leaderÕs anecdote regarding the ÔrealpolitikÕ of ensuring the commercial 
viability of university music departments, in which creating a popular music programme 
was a means to meet and profit from applicant demand in order to underwrite the more 
arcane elements of music departments, also depicts a situation in which extrinsic pressure 
in the form of a tuition-fee-dependent funding strategy affects how a department is 
internally constructed and leads to a shift in its epistemic identity and curricula. 
The issue of programmesÕ orientation towards applied and theoretical knowledge is 
further complicated by the difficulty of categorising musical knowledge according to this 
binary. As was noted in Chapter 2, Becher and TrowlerÕs (2001) quadrants of hard-pure, 
soft-pure, hard-applied and soft-applied conspicuously omit arts disciplines, as a discrete 
category, from consideration. While humanities, into which the arts are often (and 
presumably by Becher and Trowler) conflated, are identified by Becher and Trowler 
(2001) as soft-pure disciplines, this is problematic in relation to subjects such as music that 
commonly involve applied, product-oriented elements such as composition, songwriting 
and performance. Considering first the pure-applied axis, music might be identified by 
some to be an essentially ÒappliedÓ discipline in the sense that music-making arguably 
requires Ôknowing howÕ over Ôknowing whatÕ. Taking again the example of the 
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conservatoire, its educational model has historically been rooted in the practical application 
of musical knowledge (Ford, 2010; Gaunt & Papageorgi, 2010; QAA, 2008). At the same 
time however, the conservatoire was conceived as a guardian of ÒpureÓ aesthetic 
knowledge, and its criteria for judgement were not primarily purposive or pragmatic, but 
supposed to be foundational; as Ford (2010) notes, while conservatoires came to be seen as 
training grounds for professional musicians, their epistemic character was not defined by 
the practical demands of industry (which has always been predominantly ÒlightÓ music-
focussed (Ford, 2010)) but was rooted in a commitment to ÒhighÓ aesthetic values. 
University (as opposed to conservatoire) music education on the other hand has 
traditionally been scholastic rather than performance-based, and thus less ÒappliedÓ in 
emphasis, yet applied content is increasingly a feature of such programmes (Gaunt & 
Papageorgi, 2010). In terms of the second, soft-hard axis, traditional forms of music theory 
that codify canonically entrenched principles and rules, and theory which incorporates the 
science of sound (such as acousmatics or electroacoustics) arguably display some of the 
characteristics of ÒhardÓ disciplines, such as being Ôconcerned with universalsÕ and having 
Ôclear criteria for knowledge verification and obsolescenceÕ (Becher & Trowler, 2001, 
p.36). On the other hand, musicology that incorporates the methodologies and paradigms 
of the humanities and social sciences is more consistent with ÒsoftÓ disciplines, with its 
Ôdispute over criteria for knowledge verification and obsolescenceÕ and Ôlack of consensus 
over significant questions to addressÕ (Becher & Trowler, 2001, p.36). Music, which can 
be seen as a field within which popular music education sits (and is treated as such by the 
QAA subject benchmarks for music which encompass popular music (QAA, 2008)), is 
thus resistant to rigid epistemic categorisation according to these quadrants. The 
interdisciplinarity and internal disparity of higher popular music education are such that its 
various elements, and different programmes, might be apportioned to different epistemic 
quadrants; as such it defies disciplinary grouping to an even greater degree. 
We might draw two conclusions from this: firstly, that Becher and TrowlerÕs 
(2001) model, as is, cannot straightforwardly accommodate arts disciplines or highly 
interdisciplinary fields, of which popular music studies is both. Secondly, and more 
importantly, that higher popular music education should not be treated as a single unit of 
analysis, since the epistemic characteristics of programmes differ markedly. In short, 
analyses based on categorical conceptions of disciplinary identity are, in higher popular 
music educationÕs case at least, too crude; studies that focus upon its internal disparity, 
such as Cloonan and HulstedtÕs (2012), are more pertinent. 
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As discussed in Chapter 3, Cloonan and HulstedtÕs (2012) study focuses on 
curriculum content across popular music studies (they use this term), and collates modules 
according to distinctions of ÔpracticalÕ, ÔtheoreticalÕ and ÔvocationalÕ. However, these are, 
as the authors suggest, highly porous. Based on a pilot study participantÕs observation of a 
binary of ÔconservatoireÕ and Ôart-schoolÕ approaches in popular music studies (see 
Appendix VI), together with my observation (based on a review of programme webpages) 
that many programmes include sizeable business studies elements, a theoretical issue was 
identified relating to how programmes might be positioned, in terms of their emphasis, 
according to an Ôart-schoolÕ/ÕconservatoireÕ/Õbusiness schoolÕ trialectic (see 4.2.3) . These 
three categories were not intended to represent accurate, absolute descriptions of existing 
models (for each of these models has experienced its own epistemic developments- see 
Ford (2010) for a discussion of the contemporary conservatoire) but rather to represent 
reductive types loosely demarcating different approaches. Within this trialectic, 
ÔconservatoireÕ can be seen to represent an emphasis on music-making, a focus towards 
professional musicianship, and pedagogy and assessment according to criteria based on 
established, dominant norms (some institutions, notably the Institute of Contemporary 
Music Performance, explicitly position themselves as popular music equivalents of 
classical conservatoires (ICMP, 2013), while two predominantly classical conservatoires 
offer popular music programmes). ÔArt-schoolÕ on the other hand represents emphasis on 
creating music as ÒartÓ, and of fostering studentsÕ creative subjectivity. ÔBusiness schoolÕ 
represents an emphasis on extra-musical elements, and a focus towards the 
commercial/industrial aspect of popular music. Considering this proposed trialectic against 
Cloonan and HulstedtÕs (2012) model for curriculum content discussed above, the absence 
of a type for theoretical emphasis is conspicuous. According to Cloonan and HulstedtÕs 
(2012) model however, the distinctions of ÔpracticalÕ and ÔvocationalÕ force a conflation of 
ÔappliedÕ content into porous categories which do not allow for a distinction to be drawn 
between musical and extra-musical knowledge. Figure 5 (accompanied by table 4) seeks to 
synthesise Cloonan and HulstedtÕs (2012) and Becher and TrowlerÕs (2001) models with 
my earlier proposed trialectic, towards a more appropriate model for gauging the epistemic 
values of popular music programmes. Addressing the problems discussed above, it 
employs a y axis of music-making/non-music-making in place of pure/applied, and an x 
axis of hard skills/soft attributes in place of hard knowledge/soft knowledge. It should be 
stressed that these axes are not intended to be equivalent to Becher and TrowlerÕs (2001); 
rather they seek to gauge the epistemic content of programmes according to dialectics 
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specific to the discipline of popular music studies. It must also be noted that although the x 
axis employs the same adjectives as Becher and TrowlerÕs (2001), their meaning here is 
somewhat different; distinct from ÔhardÕ/ ÔsoftÕ knowledge, ÔhardÕ and ÔsoftÕ skills is a 
frequently-used binary to distinguish between utilitarian, ÔhardÕ skills which relate to 
specific tasks and functions, and less tangible, less straightforwardly measurable ÔsoftÕ 
skills such as problem-solving, communication and creativity. Wary of the utilitarian 
connotations of the word ÒskillsÓ and its habitual grouping in discourses of Ôknowing 
howÕ, I have chosen to replace Ôsoft skillsÕ with Ôsoft attributesÕ. 
Where Cloonan and HulstedtÕs (2012) Venn diagram was designed to collate 
modules, and Becher and TrowlerÕs quadrants (2001) for collating disciplines, this figure 
should be viewed as a landscape of four domains, or quadrants, of epistemic emphasis that 
popular music programmes sit across, as opposed to within. I have called these quadrants 
ÒConservatoireÓ, ÒTrade and Business SchoolÓ, ÒArt SchoolÓ and ÒHumanities and Social 
Sciences DepartmentÓ. Table 4 shows the epistemic values that characterise each quadrant. 
Table 4. Epistemic values that characterise each quadrant 
Quadrant of emphasis  Nature of knowledge 
ÒConservatoireÓ Hard skills, music-making 
Purposive criteria for judgement; responsiveness to 
normative performance values 
ÒTrade and Business SchoolÓ Hard skills, non-music-making 
Purposive criteria for judgement; Responsive to 
market and industry values; espouses 
entrepreneurialism and competitiveness 
ÒArt SchoolÓ Soft attributes, music-making 
Subjective criteria for judgement; focused towards 
artistic products (ÒworksÓ)  
ÒHumanities/Social Science DeptÓ Soft attributes, non-music-making 
Interpretative; reiterative; dispute over criteria for 





Figure 5. Model for gauging the epistemic emphases of popular music programmes. 
Figure 5 shows how the model might be used to represent the epistemic emphases 
of popular music programmes. The cases in this study are all plotted onto the model, 
according to my impression and understanding of their epistemic values gained through 
conducting this study (Institution B is red; Institution A is yellow; Institution D is blue; 
Institution C is Green). I have used rectangles for clarity; a less regular shape would allow 
for greater precision. 
Institution B has been positioned to reflect a dominant emphasis on musical 
performance, as might be expected on a BA Practical Musicianship. Accordingly, it sits 
mostly within the conservatoire quadrant. It also sits, to a lesser but still substantial extent, 
across the trade school quadrant, reflecting significant industry engagement through 
placements and projects. It sits less substantially within the art school quadrant, reflecting 
the smaller emphasis placed on the creation of original ÒworksÓ. One lecturerÕs (BL1) 
discussion of proposed curriculum changes to better accommodate and foster creativity 
should be noted here; it might be expected that following such changes the programme 
would sit across the art school quadrant to a greater degree. It is also worth noting that the 
BA Songwriting degree offered at Institution B which shares some content with the BA 
Professional Musicianship would be positioned more across the art school quadrant. Least 
186 
substantial was the emphasis on contextual study, and accordingly the programme sits least 
across the humanities/social sciences department quadrant. 
Institution AÕs programme featured a high proportion creative, works-oriented 
content such as composition modules, and the majority of the students I spoke to seemed to 
be interested in these aspects of the programme above performance and other areas. 
Accordingly, I have positioned it most substantially across the art school quadrant. 
Teaching on the programme included conservatoire-style one-to-one instrumental tuition, 
and also humanities-style contextual content; I have sat the programme across the 
conservatoire and humanities/social science to an equal degree. Business emphases were 
far less apparent at Institution A than at Institution B or Institution D, and the curriculum 
did not incorporate industry work placements; accordingly, the business and trade school 
quadrant is occupied the least in Institution AÕs representation. As with Institution B 
however, there were suggestions that curriculum changes may result in the business aspect 
of the programme being increased in the future, in which case the representation might be 
expected to sit more across the business and trade school quadrant more substantially. 
Wesminster was clearly and explicitly industry focused. It incorporated work 
placements into its curriculum, sourced its faculty from industry and maintained a network 
of alumni working within the music industry. I have thus positioned it most substantially 
across the business and trade school quadrant. It included some optional performance 
tuition, creative project work, and humanities style content, but as stated in the programme 
specification, these were all oriented towards industry standards and norms. To reflect this 
I have positioned it to a lesser degree across the other three quadrants. 
With its emphases both on musicology and on creative practice, Institution C was 
most obviously aligned with the university humanities department and art school models. It 
involved a high level of Ôartistic risk-takingÕ and experimentation, and creative works-
oriented content such as composition featured prominently on the programme, and was 
foregrounded in promotional material such as the CD given to prospective applicants. 
There was also of high level of theoretical and contextual content, delivered through 
lecture and seminar and assessed through written work. 
Both the programme leader and programme literature emphasized general 
academic skills and knowledge such as critical thinking more so than business-focused 
hard skills. Some emphasis towards the latter were nonetheless in evidence, so this 
quadrant is occupied to a lesser degree. One to one instrumental lessons were incorporated, 
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although this was less central to the prevailing nature of the degree than at Institution B. 
This quadrant is thus also occupied to a less substantial degree. 
To re-emphasise, these graphical representations are subjective and impressionistic, 
and are not an attempt to offer objective or quantitatively verifiable representations. 
Representations such as these come into their own when they are supported by verbal 
explanations, and subjected to collective appraisal and discussion. The model presented in 
Table 4 and Figure 5 may help educators and policy makers to engage critically and 
discursively with issues of programme emphasis and content. Most obviously, it might be 
used as a workshop aid onto which programme teams (and indeed students) could plot 
their impressions of their own programmes, or indeed of their desired programmes. For 
researchers, it might also be used as a data collection tool to collect impressions of 
programme emphases from programme teams, staff and students. 
7.3 The Question of Authenticity 
The findings revealed significant interplay between the values of, or associated 
with, authenticity and commercialism. In some cases, conceptions of authenticity and 
commercialism were related to the values and ideological underpinnings of musical 
subgenres. At Institution D for example, the commercial emphases of the programme were 
seen by one student as being antithetical to punk performance values, while another 
observed that urban music, which he identified as the pre-eminent commercial music form, 
had inevitably achieved pre-eminence on the programme because its values were in accord 
with those of the commercial music programme. At Institution B and Institution A some 
students spoke of having, since joining the programmes, come to view mainstream pop 
music of the kind typified by the X Factor as inherently inauthentic because of its 
adherence to commercial formulae (also discussed earlier in the context of principle and 
transactional values, p.172). 
These findings chime with existing scholarship regarding authenticity in popular 
culture. Negus (1999) warns against a common understanding of rap music as being 
oppositional to the commercial ÔmainstreamÕ, since in many cases rap music unrepentantly 
pursues commercial success, while Huq (2006) writes of rap musicÕs performative 
conspicuous consumption. Huq and NegusÕs observations might easily be applied to the 
umbrella genre of ÔurbanÕ music into which rap, in its commercialized form, has been 
subsumed, and which also frequently draws from an iconography of designer brands, 
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luxury apparel and elite lifestyle practices. By dint of urban musicÕs association with a 
commercial aesthetic employing signifiers of wealth and commercial success, and its 
current status, as the above mentioned Institution D student observed, as the pre-eminent 
commercial music form, urban music might be seen to implicitly espouse commercial 
values. Such an analysis is incomplete, yet it suggests a reflexive affinity between the 
values of Institution DÕs commercial music programme and the music it supports. 
Elsewhere, tensions and contradictions between the values of subgenres and 
commercialism were apparent. For example, the gold discs (an iconic trophy in the music 
industry signifying 250,000 unit sales) of indie artists that hung on the walls at Institution 
B presented indie music in its commercial aspect, and therefore might be seen to contradict 
the genreÕs core values, which Huq describes as being Ôabout denying the importance of 
material wealthÕ (Huq, 2007, p.115). 
As discussed in the literature review, rock, the dominant genre at Institution B and 
Institution A, has commonly been differentiated from pop on the basis of its perceived 
autonomy from commercial values (Frith, 2007; Middleton, 1990; Moore, 1993). As in the 
case of rap discussed above, such understandings are undermined by rockÕs multi-billion 
dollar market share, but authenticity in rock is nevertheless frequently understood in 
opposition to commercialism (Frith, 2007; Moore, 1993). One Institution A studentÕs claim 
that, provided he could maintain creative autonomy and make music in the way he wanted, 
he desired only to make a modest living in music, typifies this understanding of 
authenticity, yet it also highlights its inherent contradiction. Although vast sums of money 
were not considered to be essential by the student, a financial income was; a degree of 
commercialism, however modest, was thus inescapable. FrithÕs (2007) observation that 
according to an authenticity/commercialism dichotomy any engagement with the 
machinery of production and dissemination erodes authenticity is pertinent here, yet the 
aforementioned studentÕs statement suggests that, at an individual level, understandings of 
authentic musical practice are not easily reducible to mutually exclusive absolutes but are 
formulated tacitly in terms of a balance between creativity with commercial success; 
commercial values were not understood by the student to undermine musical authenticity 
per se, rather, the relationship between authenticity and commercialism was negotiated 
intuitively. 
Each of the above examples touches upon the relationship between music subgenres 
and the commercial mainstream. Punk, rap and indie music have all been romanticised as 
iconoclastic responses to commercial and other hegemonies, yet all have since achieved 
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vast commercial success and in some circumstances have become hegemonic themselves 
(see Jones (2013) for a discussion of indie musicÕs cultural dominance in Britain during the 
tenure of the Blair-led Labour government). Huq (2006) discusses these relationships and 
asserts that music subculturesÕ subsumption into the mainstream is an inevitable 
consequence of commercial engagement (Middleton also writes of subcultural ÔdecayÕ for 
the same reason (Middleton, 1990, p.146)) which, significantly, would imply that many 
subcultural ideologies and commercial values are indeed mutually exclusive. We might 
posit therefore that the values of authenticity and commercialism are more easily 
reconcilable within some subgenres than others. Furthermore we might propose 
accordingly, and with reference to the findings of this study discussed above, that popular 
music programmesÕ levels of commercial emphasis may engender value climates that are 
more conducive to certain types of popular music than to others. 
Though not directly related to commercialism, one Institution B lecturerÕs 
comments regarding studentsÕ ÔtribalÕ resistance to music outside of their preferred genre 
are nonetheless illuminating in the context of authenticity for two reasons. Firstly, they 
highlight the often hermetic nature of musical genres, and their recalcitrant relationship 
with other musics. Secondly, the lecturer perceived this tribalism to be typical of young 
people. Taken together with an Institution A studentÕs observation that some instrumental 
teachers were unfamiliar with their musical preferences because of their advanced age, this 
points to a potential temporality in how authenticity is understood, and might be seen to 
enrich HuqÕs observation that Ôauthenticity has always been a desirable quality in youth 
cultureÕ (Huq, 2006, p.113). 
Institution CÕs explicit privileging of the experimental over the commercial 
mainstream must be considered in terms of both musical and academic authenticity (the 
latter is discussed below). In musical terms, Institution CÕs explicit resistance to 
ÔformulaicÕ commercial music hints at an Adornian conception of standardization as 
antithetical to authenticity (Adorno, 2002). As a popular and contemporary music degree 
programme, it explicitly supports some forms of popular music, and to such an extent 
differs from AdornoÕs critique (although Adorno wrote prior to the advent of many popular 
music styles), but is resistant to others; thus a similar understanding of musical authenticity 
as being oppositional to mass (re)production is arguably implied in Institution CÕs 
approach. 
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7.4 Authenticity and Academia 
Each case represented an instance of popular music existing and functioning as an 
academic discipline; that is, as an operationally distinct subject area within an an academic 
institution with dedicated expert faculty, students and curricula. At this straightforward 
level therefore, their academic status is indisputable. At a second-order level however, 
faculty and students across cases reported skepticism from third parties such as parents, 
colleagues within other departments, the wider academic community, professional 
musicians and, at Institution C, even within the programme itself, regarding whether 
popular music was a valid academic focus; from the participantsÕ emic perspectives 
therefore there were perceptions that their discipline was not always valued from the 
outside; that it was not considered to be academically authentic. A self-conscious 
awareness of how popular music education was perceived was arguably discernible in the 
staff intervieweesÕ staunch espousals of the value of their programmes, which stressed 
compatibility with principle academic values such as collegiality, criticality, 
employability, equitability and interdisciplinarity. 
The tension surrounding the issue of the academic value of higher popular music 
education has been a condition of its emergence (Cloonan, 2005). In addition to providing 
the subtext for many journalistic articles about popular music degrees, and thus 
participating in the disciplineÕs public profile (Beaumont, 2010; Michaels, 2011; Mugan, 
2002; Tysome, 2004; Williams, 2003), the Institution D deputy programme leaderÕs noting 
that in Institution DÕs case this tension had led to the inclusion of demonstratively 
ÒacademicÓ content, appended to programmes for the purpose of answering outside 
concerns regarding academic standards (see 7.2 for an earlier discussion of 
intellectualization), suggests that this tension may be borne in curriculum design. In the 
view of one student, it also lay behind Institution CÕs Ôpopular and contemporary musicÕ 
degree title, the ÔcontemporaryÕ element sounding more academically defensible than the 
ÔpopularÕ, and behind what he perceived to be the programmeÕs emphasis on 
ÔcontemporaryÕ music over popular music. The subtle change, made the following 
academic year, in Institution CÕs programme nomenclature from Ôpopular and 
contemporaryÕ to Ôcontemporary and popularÕ is perhaps significant in this regard; the 
programme leader explained that this was a deliberate attempt to better reflect the nature of 
creative practice on the programme, Although there was no direct indication in his 
explanation that he believed popular music to be of lesser academic value, he noted that 
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students had spoken of choosing the Institution C programme over other popular music 
degrees because of the additional contemporary focus; as such, being more than just a 
popular music degree was seen as a unique selling point of Institution CÕs programme. 
The perceived academic value of higher popular music education and the perceived 
cultural and artistic value of its object of study- popular music itself- are arguably bound 
together. This relationship between academic value and artistic value was exemplified in 
the paradox of the Institution D deputy programme leaderÕs and Institution AÕs programme 
leaderÕs advocacy for the discipline of higher popular music education on the one hand, 
and their opposition to reductive categorisation that set popular music apart from (and 
implicitly beneath) ÔmusicÕ, on the other. In other words, the value of popular music was 
seen to justify the existence of popular music education as an academic discipline, but at 
the same time the existence of popular music education- that is, a standalone discipline 
distinct from ÔmusicÕ- was seen as a symptom of popular musicÕs lack of esteem within 
traditional academia. Nomenclatural variations in the study can perhaps be seen to bear the 
trace of this paradox, and of the interplay of musical and academic values generally. At 
Institution A for example, the recent adoption of an encompassing ÔmusicÕ degree to 
replace dedicated genre- and activity-specific degrees (which continued to exist as 
pathways within the programme) was explained by the programme leader as an effort to 
recognise their egalitarian approach to music, and the equal value of the departmentÕs 
music degree programmes. 
We might consider here WalserÕs (2003) suggestion that popular and classical 
music cannot be compared in terms of value since they are interdependent, mutually 
reinforcing categories and, like all cultural genres, are Ôalways polemical rather than 
naturalÕ (p25). Given this reflexivity, it might also be argued that consideration of the 
perceived value of one cannot ignore its relationship to the other. We must therefore re-
examine the historical bases for differentiation between popular and other musics. As 
discussed in Chapter 3, the ÔacademyÕ, understood broadly to refer to cultural-intellectual 
institutions, can be regarded as a powerful historical agent in establishing the high/low 
culture divide, with conservatoires mediating ÒartÓ music and distinguishing it from other 
musics (Ford, 2010). Art music is fundamentally academic in the sense of being Ôof the 
academyÕ, since the conditions of its production, dissemination and analysis have 
historically been determined by its institutions. At the same time, the academic discipline 
of music, in both its practice-oriented and musicological modes, has developed its values 
in accordance with the canon it has itself constructed through mediation of the music. Art 
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music and the academic study of music must therefore be seen to have a symbiotic, 
mutually-mediating relationship, such that art music practice has historically been 
considered authentic academic practice where popular music has not. Popular music on the 
other hand has developed (largely) outside of the academy, and thus has historically been 
apportioned to the domain of low culture. Consequently, while popular music has since 
found purchase in the academy, unlike art music it is not mediated by it and is therefore 
not fundamentally academic; indeed, according to the theses of those who argue a case for 
the qualitative legitimacy of high culture (for example, Bloom, 1995; Leavis, 2006) low 
cultural artefacts are positively antithetical to academe, having been excluded by, to quote 
LeavisÕ (1930) description of the arbiters of culture, the Ôvery small minority [on whom] 
the discerning appreciation of art [...] dependsÕ (Leavis, 1930, pp.3-4). Returning to 
BirrerÕs definitional categories of popular music, we might assert that through its exclusion 
of popular music, the academy has historically enacted the second- 
negative: popular music as music that is not something else (Birrer, 1984, quoted in 
Middleton, 1992, p.5) 
-in this instance, Ôsomething elseÕ being what the academy has deemed to be ÒartÓ. It has 
also arguably enacted the first: 
normative: popular music as an inferior type (Birrer, 1984, quoted in Middleton, 1992; p.5) 
In this case, it is ÔinferiorÕ in the sense of falling short of criteria which other academy-
legitimated music has met, and thus of lesser musical and academic value. Although 
popular musicÕs comparatively recent status as a musical form taught and studied within 
the academy destabilises such conceptions, a folk memory relating to historically 
bifurcated cultural-academic conditions arguably endures in sensitivities, such as those 
expressed by the Institution D deputy programme leader and Institution A programme 
leader, regarding perceptions of popular musicÕs academic validity. 
It should also be noted here, and with reference to both the earlier discussion of 
mass market orientation and the following discussion of canon formation, that popular 
musicÕs gaining entry into the academy potentially also has implications for sociological 
definitions of popular music (music associated with a particular group (Birrer, 1984)). The 
act of selecting music for academic study might in some cases be seen as a repositioning of 
that music as an intellectual, scholarly artefact; where the mainstream is consciously 
avoided, as was the case at Institution C, a possible corollary is that music selected for 
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study is tacitly distinguished from the implicitly less important music favoured by mass 
audiences. Where commercialism is explicitly favoured, as was the case at Institution D, 
similar hierarchical processes might be seen to occur, although underpinned by markedly 
different values issuing from the commercial marketplace. 
The Institution D deputy programme leaderÕs perception of a lack of academic 
esteem given to the music departmentÕs commercial and popular-oriented output, both by 
colleagues within the school and implicit in the criteria of the 2003 Research Assessment 
Exercise (RAE), and the championing of Ôavant gardeÕ output over populist output within 
music academe generally, is notable here. Firstly, it represents an instance of interplay 
between musical and academic values, and secondly, it reveals again the historically-
engendered tension between popular music and the values of academia. It the Institution D 
programme leaderÕs perception was valid, then BirrerÕs (1984) first and second definition 
categories (normative and negative) were arguably inherent in a conception, on the part of 
faculty and embedded in the RAE criteria, of popular music as intrinsically un-academic 
and therefore inescapably inferior within an academic context. Even if his perception was 
wrong, and the high/low culture dichotomy-in-use that he alluded to did not exist, it 
endured in his perception of the situation, representing a perceived set of values in 
opposition to which his own values were set. 
Institution CÕs programme leaderÕs and Institution DÕs deputy programme leaderÕs 
reference to assumptions and expectations associated with different kinds of institutions 
within UK higher education were illuminating with regard to dualities of academic identity. 
Institution DÕs deputy programme leader recounted the public debate surrounding Thames 
Valley University (now the University of West London)Õs catering programme, referred to 
in the press as a Ôcurry-making' degree. This was to him indicative of snobberies regarding 
new subject areas offered by post-92 institutions, and analogous to the reception of popular 
music studies years earlier, and he pointed to high employment rates as justification of the 
aforementioned programmeÕs value. Institution CÕs programme leader on the other hand 
identified what he saw as a regrettable shift towards a Ôpre-92Õ higher education of dual 
vocational and academic strands, with institutions reverting to type as a result of the 
ÔmarketisationÕ of higher education. These comments are notable for two reasons. Firstly, 
they arguably reveal both intervieweesÕ egalitarian values; the Institution D deputy 
programme leaderÕs opposition to academic snobbery points to a desire for devalued forms 
of knowledge to be given academic recognition, while implicit in the Institution C 
programme leaderÕs resistance to a bifurcated higher education system is a valuing of 
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academic parity across the field. Secondly, they highlight some complexities regarding how 
the relationship between academic and vocational knowledge was understood by these two 
participants. In Institution DÕs deputy programme leaderÕs case, the vocationalist nature of 
the programme, and its measurable successes in terms of graduate employment, were 
evidence of its appropriateness for higher education- its academic value. This accords with 
his comments about the value of his own programme deriving from its commitment to 
graduate employment, which he saw as a neglected duty of higher music education. On the 
other hand, the Institution C programme leaderÕs use of a distinction between ÔacademicÕ 
and ÔvocationalÕ clearly demonstrates that the adjective ÔacademicÕ is normatively nuanced, 
and while we cannot infer his understanding of the word from this usage alone, we may go 
as far as to say that, in this instance, ÔacademicÕ referred to scholarly activity that is not 
principally focused towards vocational skills training. 
It must be stressed that Institution CÕs programme leader only noted a trend 
towards bifurcation and was not disparaging of either academic or vocational emphases, or 
explicitly in favour of one over the other. Indeed, elsewhere he was emphatic that the 
academic study of music should be situated within a professional landscape, but also that 
his programme was broad in academic scope and was thus unsuitable for applicants 
seeking targeted training in a specific profession. This would suggest that regardless of 
whether he conceived of academic and vocational study as separate or not, he saw the 
importance of incorporating both into higher popular music education. 
While the deputy programme leader at Institution DÕs own affinity with academic 
study had led him to Ôtake up the cardiganÕ, he noted that the founding programme leader 
had disliked ÔacademeÕ and had sought to create a music programme that was uniquely (at 
the time) focused towards vocational skills/knowledge for employment in the music 
industry. Thus again an intuitive distinction was made by the former programme leader 
between the ÔacademicÕ and the vocational, but with a clear valuing of the latter over the 
former. Here, as in Institution CÕs programme leaderÕs usage, the term ÔacademeÕ (a noun 
form of ÔacademicÕ) means more than simply Ôof the academyÕ; for the founding 
programme leader (via the deputy programme leaderÕs recollection and interpretation) it 
held pejorative connotations and referred to an academic culture that neglected its role in 
preparing students for employment. Indeed, the very fact that he sought to utilise academic 
infrastructure (by establishing a programme) indicates that he was not opposed to academe 
per se, only to what he perceived to be its contemporary form. 
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Elsewhere student and staff interviewees used the adjective ÔacademicÕ, most often 
when referring to programme content which was theoretical and not straightforwardly 
instrumentalist. The Institution B programme leaderÕs usage also implied its difference 
from vocational and practical content, but referred to a set of skills such as referencing and 
essay writing which students would need should they pursue an academic career, and as 
such was a more vocationally-oriented usage of the term than those discussed above. 
Taken together, the analyses presented in this section point to a complex matrix of 
values though which the academic value of popular music education is appraised. Not only 
was the academic value of popular music perceived by participants to be contested within 
the academic community, but there was evidence of the value of different manifestations 
of academia itself being contested- a vocational one in the Institution D deputy programme 
leaderÕs Thames Valley example, and the allegedly distinctly non-vocational model in 
direct response to which Institution DÕs programme was apparently created. Moreover, 
different, nuanced usages of the term ÔacademicÕ suggest different understandings of what 
it means to be authentically academic. This can be seen as analogous to differences in 
understanding of the term ÔmusicÕ within academia, since both involve a conceptual term 
that acquires different meanings by way of tacit or overt processes of valuing and 
discrimination according to pre-ordinate, but often intuitive and implicit, criteria. These 
findings suggest that within higher popular music education, the perceived value of 
popular music and academia are reflexive, and the perceived value of popular music 
education is therefore contingent upon this dialogue. We cannot of course attribute specific 
understandings to human or institutional third parties referenced by participants, but the 
very fact of these references being made by participants demonstrates that, according to the 
intervieweesÕ perceptions at the very least, complex tensions exist around the issue of 
academic authenticity in higher popular music education. 
In addition to the above tensions relating to the relationship between popular music 
and academic authenticity, the findings also highlighted tensions relating to the impact of 
academia on musical authenticity. The Institution B programme leaderÕs and one 
Institution B lecturerÕs reports of skepticism from self-taught musician colleagues 
regarding popular music education arguably betrayed what Green identifies as an Ôideology 
of authenticityÕ (Green, 2002) among the third parties. However, neither interviewee 
themselves saw disciplined, formal study as a threat to authenticity in popular music 
(perhaps unsurprisingly given their work as educators). Moreover, the Institution B 
programme leaderÕs reports of students craving more, rather than less formal direction, 
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together with the Institution B student intervieweesÕ unanimous appreciation of the 
programme, suggest that no such ideology of authenticity prevailed at Institution B, and 
that formal education- nurture- was valued. Similarly, students at Institution A were 
appreciative of formal instrumental tuition, with one student seeking extra tuition to 
supplement that which was provided on the programme. Indeed, it might be argued that 
musicians partaking in formal study by choice either do not maintain an ideology of 
authenticity as identified by Green (2002), or do not value authenticity. This is significant 
since it suggests a potential disparity between the understandings of musicians outside of 
formal music education and those within it by choice regarding the nature and value of 
authenticity. Thus, and furthermore, it might suggest that many issues relating to the 
recognition and incorporation of informal learning processes, such as Green (2002) 
discusses in How Popular Musicians Learn in the context of school level education, are 
less relevant to post-compulsory music education where the valuing of formal and 
systematic music education is implicit in learnersÕ decision to embark on post-compulsory 
study. 
7.5 The Post(-)modern Condition: Relativist and Foundational Values 
The hyphen in the above subheading is bracketed in reference to Barnett (2000)Õs 
distinction between the post-modern and the postmodern, the former being a neutral term 
describing a contemporary state of affairs characterised by bewildering cultural, social and 
epistemic breadth, the latter an ideology which values and celebrates in the former (see 
2.6.1, Postmodernism). The hyphen can therefore be taken to express the tension between 
positive and negative perceptions of the postmodern era. 
Popular musicÕs entrance into higher education can be seen as an example of the 
opening-up of the academy to greater cultural and epistemic breadth, as identified by Usher 
(2009), Skelton (2012), Henry et al. (2001) and others, and also as an affirmation of the 
relative value ascribed to new cultural knowledge. As such it is not only characteristic of 
the post-modern moment but, in its positive response to the latter, also bears the hallmarks 
of DelantyÕs (2003) and BarnettÕs (1999) reading of postmodernism as an ideological 
approach. Both Institution CÕs programme leader and Institution DÕs deputy programme 
leader spoke of antagonising consensus and the status quo, both citing punk as an 
important cultural phenomenon for its embodying a reactionary ethos, and espousing a 
pluralist approach to music that recognised the potential for value across all genres. The 
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programme leaders at Institution B and Institution A, and one lecturer at Institution B, also 
espoused a broadening of the musical field. As such, an appreciation of openness, and a 
breaking down of established value hierarchies, was evident. Among students, where a 
majority denied the possibility of objectively ÔgoodÕ or ÔbadÕ music, many suggested that 
they could see the value in all music. 
Despite this widespread appreciation of openness in the musical-academic field 
however, there was also some palpable discomfort regarding cultural relativism. This was 
vividly exemplified by the frustration of one Institution A student at his peersÕ reluctance 
to concede to the possibility of ÔgoodÕ or ÔbadÕ music, and his insistence on the existence 
of objective, foundational values, the rejection of which he saw as having serious moral 
implications. A further complexity is highlighted by one Institution D studentÕs discomfort 
not only with a musical form he thought was Ôinherent[ly] dumbÕ (DS2), but with his own 
resulting feelings of intellectual superiority; he was both unable to adopt a relativist view 
of musical value, and at the same time troubled by this inability. Furthermore, Institution 
CÕs programme represented an opening-up of a pre-existing music departmentÕs cultural 
field to historically devalued forms, and espoused pluralism in its literature (and in the 
programme leaderÕs comments), but also explicitly favoured music at a conscious remove 
from the ÔmainstreamÕ, and thus appeared to maintain a guarded approach to openness. All 
of these examples are arguably characterised by an anxiety concerning how to approach 
the issue of value in the post-modern era in terms of intellectual, cultural, and in some 
cases even moral, legitimacy. 
It should be borne in mind that the term ÔpostmodernÕ is highly contested in music, 
as it is in education, but is nonetheless often used frequently. Just as Barnett (2000) 
distinguished between condition (hyphenated) and approach, a distinction must be drawn 
between music made in the post-modern moment and music that deliberately seeks to 
articulate the postmodern experience. For the sake of continuity I will adapt BarnettÕs 
distinction and use Ôpost-modernÕ and ÔpostmodernÕ to distinguish between state and 
approach. 
FrithÕs description of popular music as being Ôas much to do with the social basis of 
the event as with the intentions or principles of the performersÕ (Frith, 1996, p.204) has 
implications for education. For example, it problematises assessment because the event of 
assessment represents one such social basis in which the performerÕs intentions and 
principle values are denied absolute authority. Moreover, assessment is rationalised 
according to criteria that enshrine a schematised set of values, and thus represents a giving 
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over of authority to the institution. As illustrated in the case of one Institution D student 
(p.133), the assessment context can be resented by performers because it may enshrine 
values they consider to be invalid, yet to which they are obligated to subjugate their own. 
Moreover, students may perform differently in assessment situations because of an 
awareness of meeting criteria. Both situations arguably reveal the problem of academic 
authority in a post-modern medium such as popular music. The Institution A programme 
leaderÕs identification of the challenge of establishing assessment criteria that 
accommodated difference and studentsÕ artistic intentions demonstrated that this issue was 
being engaged with. However, it might be argued that in seeking to address the problem of 
academic authority, such an approach privileges artistic intentionality over other 
determining aspects. Moreover, it paradoxically entrusts appraisal of the fulfilment of the 
artistÕs intentions to others- while the value of the performance is determined according to 
the studentÕs intentions, yet it is up to a panel to decide whether or not the student has 
achieved what she or he intended. 
It must be stressed here that I am not in any way seeking to undermine these 
assessment strategies, which in any case are not unusual in arts disciplines in higher 
education. Rather, I hope to illustrate, as through all the examples in this section, that the 
inherent instability of values in the post-modern moment poses significant challenges to 
the academy, with the question of authority perhaps the most difficult among them. 
Delanty (2003) and others (Barnett, 2000; Henry et al., 2001; Usher, 2009) suggest that the 
post-modern condition has given rise to a skepticism of universalist truth. While this can 
be seen to have egalitarian, emancipatory potential, as this study demonstrates, the 
inclination away from universalist truth and foundational values towards multiplicity can 
also generate discomfort (as in the case of the student discussed above) or be tacitly 
resisted, as the stylistic preferences of programmes might suggest. Moreover, it might be 
argued that regardless of epistemological or ontological validity, an ideology of 
multiplicity is practically impossible to maintain in education, at least in the case of taught 
programmes leading to assessment-dependent awards. 
7.6 The Inevitability of Canon? 
The notion of canon sits uneasily within the frame of postmodernism, because by 
definition it goes against multiplicity and relativism. The Institution C and Institution A 
programme leadersÕ and Institution D deputy programme leaderÕs resistance to canon was 
199 
in each case accompanied by a valuing of openness and plurality (already discussed in 
relation to other issues); indeed, critical open-mindedness was a core value espoused 
across cases, by students and staff, and was seen as a means to overcome canonical 
strictures. This brings to mind KassabianÕs (2010) assertion that it was the critique of 
canon formation, which in her view had engendered the aesthetic hierarchies and dualisms 
that have historically subordinated popular music, that Ômade popular music studies 
possible in the first placeÕ (p. 74). In particular, the Institution D deputy programme 
leaderÕs recounting of the conditions and motivations behind the creation of the first 
incarnation of Institution DÕs Commercial Music degree conforms to this analysis. 
While the notion of canon was resisted however, there was evidence across cases 
of canon formation occurring at a subvert level, often as a direct consequence of efforts to 
resist it. For example, while punk was incorporated into curricula for its iconoclastic 
potential, that incorporation arguably rendered it a canonical icon. Indeed, as Moore 
suggests there is an Ôaccepted canon of popular music Ô[...] which already accepts the 
Beatles, ÔpunkÕ and Bob Dylan at the very leastÕ (Moore, 2001, p.7). This might suggest 
that curriculum design and pedagogy are inevitably canonical practices because they 
necessitate processes of inclusion and exclusion. Practical considerations such as 
resources, time, and studentsÕ base knowledge (all identified by Institution AÕs programme 
leader) were shown in the study to impact upon these practices, and thus upon the 
delimiting of curriculum content. In the case of historical modules, such as those included 
in curricula at Institution B and Institution C, curriculum design is arguably tantamount to 
historiography, a mechanism of canon formation, since a linear narrative (however broad) 
is constructed through the selection of content. 
Thus despite widespread resistance to traditional canons and even the very notion 
of canon, canon formation arguably occurred in all cases. Moore (2001) writes of his own 
Ôattempts to subvert the growthÕ (p.7) of a popular music canon. However, The Beatles, 
ÔpunkÕ and Bob Dylan are among the most frequently and comprehensively discussed in 
his book, arguably displaying the very same Òcatch-22Ó discussed above; in spite of efforts 
to thwart canon formation, the processes of exclusion and inclusion necessary in writing a 
book inevitably engenders new canonical edifices. 
Aside from canons of musical artists or works constructed in curricula, traces of 
canonical values appeared also to inhere in pedagogical approaches, which were not 
consistent across cases. At Institution A, Institution C and Institution B, a prerequisite level 
of music theory knowledge was required of applicants, demonstrating a clear valuing of 
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textual modes of representation and analysis. The Institution B programme leaderÕs ideal 
of the basic level of music theory knowledge required by musicians was arguably more 
oriented towards harmonically complex musics such as jazz than (for example) to punk or 
indie, and would therefore appear to promote, however inadvertently, certain forms of 
music over others. Interestingly, while the inclusion of music theory in Institution CÕs 
curriculum indicates a belief in its value to popular musicians, Institution CÕs programme 
leader was resistant to studies that placed popular music under traditional musicological 
analysis, and chose instead to draw from the Ôcommon practice canonÕ when teaching; 
while music theory knowledge was seen as valuable, the process of bringing music theory 
to bear upon popular music was left to the students in order that they might discover its 
potential for themselves. Thus efforts were made to enrich the student-musiciansÕ 
understanding without promoting adherence to canonical principles, or allowing a canon to 
emerge according to those rules. In stark contrast, Institution DÕs programme did not 
feature any compulsory notational analysis at all and its core musicological content 
focused exclusively on the extra-musical dimension. Despite these differences of approach 
however, both demonstrate a conscious resistance to canonizing popular music in line with 
the methodologies of classical music scholarship. 
This exemplifies the unease that surrounds the notion of canon within popular 
music research. Few researchers have acknowledged, less still shown a desire for, 
canonical authority; most find the notion of canon problematic and express a desire for 
something broader and more inclusive (see Hesmondhalgh & Negus, 2002, p. 2; 
Kassabian, 2010, p. 77; Moore, 2001, p. 7; Taylor, 2010, pp. 85-89; Waksman, 2010, p. 
69). However, as the examples from practice in this study reveal, avoiding the processes of 
canon formation is frustratingly difficult (Parkinson, 2013). 
Institution DÕs deputy programme leader aligned his own attitudes, and the 
underlying social justice agenda of Institution DÕs programme, with the theories of 
Bourdieu and Rancire. As such, it might be argued that a sociological theoretical canon 
informed some core values of Institution DÕs programme. The traces of similar canons can 
be found elsewhere in the discourses of higher education and popular music (for example, 
Moore, 2012; Soderman, 2013; Taylor, 2010). In his discussion of canon formation in 
popular music studies, Taylor writes of Ôreturn(ing) again and again to the classics of 
theory: Marx, Weber, Bourdieu... I think I would (currently) align myself with a kind of 
updated Bourdieusian field of cultural production approachÕ (Taylor, 2010, p.86). 
Institution CÕs programme leader meanwhile made references to Adorno, who was also 
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mentioned by students at Institution B as featuring in their academic modules. As 
discussed in Chapter 3, the Frankfurt School, and in particular Adorno, commonly feature 
on popular music syllabi, despite AdornoÕs highly pejorative analysis of popular music and 
his Ôlack of historicization, and, more generally, a lack of engagement with the empirical, 
whether historical or ethnographicÕ (Taylor, 2010, p. 87). AdornoÕs ubiquity in popular 
music syllabi is particularly significant for the departure from traditional canonical 
authority it represents. While the classical music canon is representative of what the 
academy consider good or right, aesthetically or otherwise, AdornoÕs place in the canon of 
popular music education is not only in spite of, but arguably because of his opposition to 
popular music; he is there to prompt student-musicians to appraise their own experiences 
and engage with some of the criticisms historically levelled at their chosen art form and 
profession (and whatever else it represents for them). A theoretical canon is more readily 
challengeable than an aesthetic canon of works, crucially because it is necessarily 
discursive and as such is denied axiomatic authority and can be readily engaged with 
through critical discourse; arguably therefore the emerging theoretical canon of popular 
music studies is more in-tune with the liberal educational ideal of critical thinking than an 
aesthetic canon as found in Western classical music. Along the same lines, concerns that: 
a theoretical canon must not be rockist, it must not prefer or overvalue one methodology 
over another, it must not be weighted toward one discipline over another, it must not be 
Eurocentric, and even further must not be Anglo-American centered. (Kassabian, 2010, 
p.75) 
might be partly addressed by inculcating a greater sense of critical scepticism in student-
musicians, that they might feel emboldened to challenge biases. Another emphatic caveat 
is required here. Just as pedagogical approaches vary in popular music education, so do the 
contexts, resources and aims of programmes, and it is not my intention here to advocate 
certain approaches over others. Rather, I have sought to illustrate the complex nature of 
canon formation in popular music education, and the implications this carries for 
pedagogy. Canon formation occurs as a consequence of institutionalisation, and canons 
have inevitably begun to emerge since the institutionalisation of popular music in academe. 
While the notion of canon is considered regressive and undesirable by popular music 
educators, in this study and in the wider research community, attempts to arrest canon 
formation are arguably unsuccessful, as it may be seen to continue to occur as if by stealth. 
An acknowledgement of canon formation as an ever-present, inescapable reality may 
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encourage educators and learners alike to draw these covert processes to overt inspection, 
enhancing critical reflection on our assumptions and expectations of popular music 
programmes. Moreover, a reappraisal of canons as useful indicators of values, to be 
approached with scholarly scepticism, rather than (either) self-evidently authoritative 
sources of criteria or outmoded, oppressive edifices, will allow popular music educators to 
employ them as pedagogical tools that are both harmonious with the implications of a 
higher education, and of value in helping develop the skills and knowledge needed by 
twenty-first century popular musicians. 
7.7 Taking the Cardigan and The University of Life: Academic 
Enculturation, Disciplinary Socialisation and Lifestyle 
Institution DÕs deputy programme leader used the ÔcardiganÕ as a metaphor for 
academia, evoking the stereotypical university lecturer who has eschewed fashion in 
favour of books, cloisters and knowledge. It was a metaphor he employed in describing his 
own experiences of pursuing an academic career, his Ôogling of cardigansÕ as a student 
symbolising his growing intellectual curiosity and affinity with the academic environment. 
However, it was a symbol he also playfully reified on the research module he delivered; in 
the seminars I observed, a lemon-yellow cardigan was shown to the class and promised as 
a trophy for the best presentation at the coming student conference. A sense of genuine 
competition was palpable among many of the students, and attractive though the cardigan 
was, it is fair to assume that its perceived value lay in its metaphorical aspect. This is not to 
say that the students coveted an academic career, but suggests that many saw the value in 
engagement with traditional modes of scholarship; indeed both of the students I 
interviewed regretted that opportunities to engage in research, or even written work, were 
few on the programme. For one this had been a source of frustration throughout his studies, 
while the other had been surprised by her enjoyment of the module and had regretted not 
having discovered this interest sooner. Having both enrolled on the programme with the 
intention of pursuing careers as musicians, this ambition had waned and a desire for further 
academic study had developed. One Institution A studentÕs experience had been similar, 
and at Institution C many postgraduate students had joined their programmes from the 
undergraduate programme. 
It is important here to reiterate the epistemological characteristics of social 
constructivist case study research: case studies present a researcherÕs impression of a 
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bounded system (Stake 1995), gained at a particular time and through interaction with 
particular individuals, and data only reflect realities constructed by participants and the 
researcher. The experiences referred to above were not majority experiences in any of the 
cases, either in terms of students interviewed (with the exception of Institution D), or the 
wider case populations. However, they do represent minority experiences of aspirations, 
interests, values and identities developing as a result of their experiences of the academic 
environment and academic practice. 
We might reasonably refer to these processes collectively as academic 
enculturation, since they relate more to a general academic culture than to anything 
particular to popular music. However, the issue of disciplinary enculturation, or to use 
Becher and TrowlerÕs (2001) term disciplinary socialisation, is complicated by the internal 
disparity of the discipline, and indeed that of its object of study; there were significant 
differences in disciplinary identity across the cases in this study, despite all being instances 
of higher popular music education. Moreover, as discussed across this chapter, there was 
evidence of oppositional values- aesthetic, educational, ideological- within cases, resulting 
in tensions surrounding studentsÕ and staff membersÕ identities. Thus markedly different 
experiences can be considered in terms of disciplinary socialisation, despite their 
supporting the formation of different identities and involving different values. This 
enriches Cloonan and HulstedtÕs (2012) observation that popular music studies lacks a 
disciplinary core, in that beyond the fact that Ôwhat students on [PMS] degrees actually 
study [...] [varies] greatly between institutionsÕ (Cloonan & Hulstedt, 2012, p.32), it 
highlights that this can have implications in terms of the development of studentsÕ 
identities and values. 
The Institution B, Institution A and Institution C programme leaders and the 
Institution D deputy programme leader had all developed their educational values through 
continued engagement in higher education as undergraduates, postgraduates and academic 
staff, and all spoke of being influenced by inspirational educators. However, while the 
Institution D deputy programme leaderÕs cardigan anecdotes suggest that he understood 
these experiences primarily in terms of developing an academic identity, the Institution C 
programme leader spoke of his academic career as leading to his becoming a ÔmusicianÕ, 
suggesting that his musical and academic identities were woven together. Similarly, the 
Institution B programme leader had come to appreciate the interconnectedness of these two 
areas of his life. 
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These experiences can be understood in terms of academic enculturation, but again, 
the issue of disciplinary socialisation is more complex since the identity and values of the 
discipline itself are not straightforwardly clear. There is insufficient information in these 
interviews to ascertain conclusively the extents to which the staff intervieweesÕ pre-
existing characteristics and traits had led them to enter the discipline- in line with what 
Becher and Trowler (2001) identify as being the more traditional understanding of 
disciplinary culture- or whether they had developed traits as a result of their working and 
studying within it (the disciplinary socialisation argument), but there was some evidence of 
both being true. On one hand, the two staff interviewees at Institution B who had entered 
teaching after high profile performance careers had clearly chosen the discipline of popular 
music (and indeed had been employed by their institution) on the basis of these 
backgrounds. This might be seen to confirm that Ôparticular kinds of people choose certain 
disciplinesÕ (Becher & Trowler, 2001, p.131), although this is perhaps an obvious 
characteristic of applied, vocation-focused disciplines where faculty are typically drawn 
from the professions. On the other hand however, the vocational emphases of popular 
music in higher education are such that the division between academic discipline and 
object of study (popular music) is somewhat elusive, such that it is also possible to speak 
of their prior experiences within the profession as a form of disciplinary socialisation in 
itself. As discussed above, the programme leaders with more traditional academic 
backgrounds spoke of developing their academic values as a result of these backgrounds, 
but all had worked as popular musicians, to varying degrees, previously, and spoke of the 
influence these experiences had had on their values, and on the values they sought to 
inculcate in students. They all appeared therefore to have chosen the discipline because of 
their pre-existing traits and values, but also to have further developed their identities 
working within the discipline. These analyses suggest that disciplinary socialization in the 
case of higher popular music education, a discipline which is historically non-academic, 
may occur outside of the academy within non-academic popular music practice. 
7.8 The Message Systems of Higher Popular Music Education 
I have demonstrated so far that a range of musical, educational, vocational and 
other values, deriving from different sources and related to each other in complex ways, 
impacted upon the practice of higher popular music education in each of the cases within 
this study. It is important here consider this impact in terms of the message systems of 
205 
education identified in Chapter 1- Curriculum; Pedagogy; Institution; Assessment; 
Lifestyle; and Market. I shall discuss each in turn. 
7.8.1 Curriculum 
Institution DÕs deputy programme leader spoke of how some curriculum content 
had been created to respond to traditional values and expectations of academic 
authenticity, but also that the design of the original programme corresponded to the 
programme teamÕs (and in particular the founding programme leaderÕs) beliefs that music 
education was placing too little value on employment outcomes, and that popular music as 
a cultural form was devalued. As such, the history of curriculum design at Institution D 
was marked by competing academic, vocational and cultural values regarding educational 
purpose, and curriculum content was created in the sway of this competition. Commercial 
and industry values can also be seen to be present in the curriculum message system at 
Institution D, since the curriculum was designed to prepare students for the Ôprevailing 
standardsÕ (DPWS) of the commercial music sector. 
At Institution A, the curriculumÕs musical breadth was attributed by the programme 
leader to values of openness and pluralism. At the same time, an increase in vocational 
curriculum content was acknowledged as a concession to a cultural shift in higher 
education, and within Institution A, towards an emphasis on employability. The 
programme leader also spoke of an increase in student desire for more vocational content 
(a desire which some student participants in this study also expressed themselves). 
Curriculum at Institution A thus transmitted musical values of openness and plurality, but 
wider cultural and institutional concerns for employability were also present. 
The same values of openness and plurality appeared to inhere in the curriculum 
message system at Institution C, where some content was shared across the music 
departmentÕs popular and contemporary, classical and folk and traditional programmes. 
Stave-and-crochet-based music theory was incorporated into the core curricula at both 
Institution A and Institution C (in contrast to Institution D), and as such a valuing of 
traditional analysis paradigms was arguably evident, although Institution CÕs programme 
leader was emphatic (see Pedagogy below) that students were given this knowledge to do 
with as they wished, and that they were encouraged not to interpret such knowledge as 
rules to be obeyed. 
Of all the cases, Institution BÕs curriculum was the most heavily populated with 
performance-oriented content (as might be expected, given the programmeÕs title of 
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ÔProfessional MusicianshipÕ). At the same time, the incorporation of work-based learning 
(WBL) was such that students, as a formal part of their curriculum (work placements were 
treated as formal projects, assessed according to learning outcomes as with all other 
modules), spent time within industry. This aspect of curriculum was unpredictable, in that 
students were exposed to different cultures and environments, and therefore to different 
values (see market, below). 
One staff interviewee at Institution B spoke of his efforts to develop new 
curriculum content which fostered studentsÕ creativity and individuality, in response to a 
need identified in curriculum review. This new content was due to be piloted in the 
2012/2013 academic year, marking a conscious shift in values within Institution BÕs 
curriculum message system. 
7.8.2 Pedagogy 
The pedagogy message system in all cases featured values deriving from the 
educatorsÕ formative experiences, and while the data relate only to the intervieweesÕ own 
experiences, it can reasonably be assumed that the pedagogies of other staff would also be 
influenced by formative experiences (research by Skelton (2012), Becher and Trowler 
(2001) and others relating to educator values supports this assumption). 
Interestingly, these not only included musical and vocational values but in some 
cases ideological values. For example, Institution DÕs deputy programme leader spoke 
explicitly of the influence of punk, his preferred musical genre growing up, on his personal 
values. He asserted that his skepticism of orthodox knowledge, that he saw as an 
indispensable attribute for popular music students, went back to the Ôpunk ethosÕ, and 
through pedagogy he sought to promote confident, independent thinking in students by 
adopting a provocative Ôavocatis diavoliÕ stance against which they could argue. Thus the 
pedagogy message system at Institution D, at least insofar as the deputy programme 
leaderÕs own teaching went, transmitted heterodox epistemic values which derived in part 
from the educatorÕs affinity with a subculture. 
The same radical values could arguably be discerned in Institution CÕs pedagogy 
message system, although the DIY principles of punk and hardcore were conveyed by the 
programme leader through his choice of curriculum content and might thus be more 
accurately attributed to curriculum; indeed, this highlights that the message systems are 
porous rather than entirely discrete. Similarly, at Institution A the bleed between the 
message systems of curriculum and pedagogy was illustrated by the programme leaderÕs 
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choosing of musical examples in accordance with the values she sought to inculcate, but 
also with what students would be familiar with, suggesting that the choice of curriculum 
content was informed by practicalities associated with pedagogy. 
The Institution C and Institution A programme leadersÕ choosing to incorporate a 
wide range of musics was attributed by them to values of pluralism and openness, and a 
desire for students to Ôunderstand that itÕs all part of this overall musicÕ (APL), and that 
regardless of their genre affiliations they were Ôall musiciansÕ (CPL). Institution CÕs 
programme leader employed pedagogical devices to promote these values, from putting 
musicians from different backgrounds (and programmes) together in ensembles, to 
workshops drawing attention to the plurality of studentsÕ MP3 collections. Thus the values 
of pluralism and openness, already inherent in curriculum content, were also transmitted 
via the message system of pedagogy. Elsewhere however, students spoke of teachersÕ 
pedagogies being rooted in, and promoting values associated with, specific genres (such as 
jazz). This was most apparent in relation to one-to-one instrumental teaching at Institution 
A, where some students reported tension between their own musical tastes and values and 
those of their instrumental teachers, and where one student had chosen to change his 
teacher. This highlights the potential heterogeneity of pedagogy within programmes that 
offer one-to-one provision, where different students might be exposed to different 
pedagogies promoting different sets of values, and also that pedagogy is less easily 
standardised than curriculum as it derives from human subjects. 
There was evidence across cases of participatory pedagogies (HEA, 2013), where 
students participated actively, within formal settings, in knowledge generation. At 
Institution C and Institution A this was evident in project work, and at Institution B, in the 
genre-focused performance workshop I observed, students helped each other to ensure the 
success of their element of the performance (band, vocal section etc). However, student 
participation in pedagogy was most apparent at Institution D where I observed four Ôpeer 
reviewÕ sessions and a student conference that were part of a Ôconference paperÕ module 
for which students researched, wrote and presented a paper. As such, much of the 
classroom delivery of the module centred around knowledge which the students had 
generated; in this instance therefore, the message system of pedagogy was, albeit to a 




Owing to the lack of assessment documentation available and limited opportunities 
for assessment observation, the assessment message system was the least investigated, and 
therefore least illuminated, within this study. It is self-evident however that assessment 
constitutes a process of evaluating artefacts- be they essays, examinations, performances- 
according to criteria. As such, each instance of assessment involves a set of values, 
enshrined in assessment criteria, against which the value of artefacts are gauged. However, 
some students at Institution A and Institution B suggested that judgments made in 
assessments were at times inconsistent with the values espoused in classes. At Institution 
D, one student suggested that students who produced music that was deemed to be 
commercially viable would get better marks in assessments, which is consistent with the 
explicit claim of the programme to respond to prevailing market norms. 
The Institution A programme leader spoke of employing strategies that allowed for 
assessment according to studentsÕ vision and intentions. In such instances therefore, 
studentsÕ musical values were accommodated within the assessment message system, 
contrasting starkly with traditional modes of musical assessment in which assessment 
corresponds to canonically embodied values, or normative aesthetic values. 
The Institution D programme leader incorporated peer assessment into his 
ÔConference PaperÕ module, in which students blind peer-reviewed each otherÕs abstracts. 
While he asserted that this element was primarily pedagogical, and only accounted for a 
negligible percentage of the module grade, it was a key element of formative assessment, 
and as such student judgments can be seen to have been accommodated within the 
assessment message system as well as pedagogy (see above). 
7.8.4 Institution 
As explained in Chapter 1, the message system of institution was adapted from 
BallÕs (1994) message system of organisation, largely because the term institution has 
currency both in policy and official documentation (such as the Higher Education 
Academy and Quality Assurance AgencyÕs usages) and in educational research. 
Nevertheless, as discussed in Chapter 2 (2.7, Institutional Culture), the term ÔinstitutionÕ, 
especially insofar as it relates to culture and values, presents difficulties in higher 
education where institutional structures can vary greatly, and where departments often sit 
within schools or institutes within the wider institution (the university or college) which 
might itself be affiliated with wider bodies. To accommodate this structural complexity, 
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the term meso was used within the study to denote the terrain beyond the limits of the case 
(the programme) but part of, or directly affiliated with, the education provider. 
Consideration of the message system institution must take these multi-layered contexts into 
account. 
Within the study, arguably the most explicit acknowledgement of institutional 
values was the Institution D deputy programme leaderÕs account (p.118) of the original 
programme team having purposively sought an institution whose values chimed with those 
of their proposed programme. Institution D had been chosen for its being a Ôpioneer[ing]Õ 
and Ôreally synergisticÕ institution, with an emphasis on applied knowledge and 
employability. The deputy programme leader also asserted that his programmeÕs emphasis 
on hard skills over transferrable skills was consistent with the general institutional 
approach 
The Institution D deputy programme leaderÕs reference to programmes at another 
post-92 institution (Thames Valley University, now the University of West London) in the 
context of public debates surrounding academic value and employability highlights that 
types of institutions are perceived as having certain identifiable characteristics- in this case 
of post-92 institutions being associated with heavy emphasis on applied knowledge and, by 
detractors, with questionable academic integrity. Institution CÕs programme leader 
maintained a distinction between post-92 institutions and Russell Group institutions, 
associating the former with applied, vocational programmes and the latter, among whom 
Institution C is counted, with more traditionally academic programmes. The comments of 
both interviewees suggest that institutional identity corresponds to expectations and 
assumptions regarding curriculum content and the relative value placed on applied and 
ÔpureÕ knowledge. Both Institution C and Institution D appeared to project these identity 
types outwardly in the form of branding; Institution CÕs brand identity as an elite 
institution was heavily reliant on its Russell Group affiliation, while Institution DÕs was 
reliant on its industry connections and vocational focus. Interestingly, at Institution C two 
students felt that the universityÕs brand consciousness had impacted on the nature of 
programme content, and attributed their programmeÕs emphasis on avant-garde music, as 
opposed to ÔpopÕ, to a desire to safeguard its elite status from accusations of dumbing 
down, while at Institution A, the programme leader spoke of having to respond to a shift in 
institutional culture towards applied knowledge. Both instances would appear to support 
the proposition that an institution message system exists through which macro level values 
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are transmitted, and also indicate a responsiveness to institution within the curriculum 
message system. 
At Institution B, a specialist private institution that only offered degrees in popular 
music, the values of the programme and those of the wider institution were less easily 
separated. The programme leader and both staff interviewees spoke of Institution B being 
Ôband-orientedÕ as opposed to being concerned with solo virtuosity, while one staff 
interviewee described the institutional ethos as being Ôsimple things done wellÕ (although 
he conceded that others may dispute this). However, this ethos was not enshrined in any of 
the promotional or programme literature to which I had access, suggesting that normative 
values might be transmitted via the institution message system on a tacit, cultural level, 
without being stated explicitly. 
7.8.5 Lifestyle 
It was clear across cases that studentsÕ extra-curricular interactions with their peers, 
and with the wider community, were a source of learning. Students across cases spoke of 
their musical tastes and values developing as a result of their friendsÕ influence, and there 
was evidence at Institution A in particular of students actively promoting musical values to 
their peers by giving them CDs to listen to. 
There were indications in all cases of local cultural life impacting on studentsÕ 
extra-curricular experiences. In some instances this effected shifts in studentsÕ musical 
values; in others the values associated with local cultures (whether musical, as for one 
Institution A student, or social/moral (ÔliberalÕ) as for one Institution B student) had been 
key drivers in studentsÕ choices of where to study, while in other instances students felt 
that their musical values were at odds with those encoded in the cultural experiences 
available to them locally, where perceived genre biases were seen to marginalise their own 
tastes and practices. 
This range of experiences suggests that the lifestyle message system was to some 
extent contingent upon cultural geography. They also highlight however that students 
possessed sets of values prior to beginning their programme of study, and that unlike 
pedagogy and curriculum, the lifestyle message system was not limited by the parameters 
of entry onto and exit from the programme of study. Rather, it runs the length of a personsÕ 
life, interacting reflexively with situational contingencies such as locale and time, and with 
the other message systems. 
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In this regard, the experiences of staff, as well as students can be considered in 
terms of the lifestyle message system. As discussed earlier in this chapter, all programme 
leaders spoke of the impact of formative experiences outside of formal education settings 
upon their values, ranging from the aesthetic and ideological (for example the Institution D 
deputy programme leaderÕs professed affinity with punk ethics) to the vocational (notably 
the Institution C programme leaderÕs experiences of performing in metal bands while at 
university). This indicates that the message system of lifestyle had impacted upon 
academic staffÕs values, which were then transmitted via other message systems (see 
curriculum and pedagogy above). Lifestyle might therefore be understood as a constant and 
uniquely personal message system through which all people within educational settings- 
student and staff- developed their values. 
7.8.6 Market 
Market values were evident across cases in relation to both higher education and 
popular music. In the case of the former, notwithstanding some resentment among 
interviewees, all programmes were responsive to the educational ÔmarketplaceÕ, the space 
in which higher education programmes compete to secure student applications, and 
therefore funds. As discussed under institution, there was a clear brand awareness in all 
cases, and promotional materials such as (at Institution D and Institution C) videos and (at 
Institution C) cd compilations were used to support programmesÕ ÔbrandsÕ- a term used 
explicitly by staff interviewees at Institution A and Institution B- within the education 
marketplace. Some students, notably at Institution B, spoke of having been made aware of 
the institution through promotional literature. At Institution A, the programme leader spoke 
of the impact that tuition fee increases had had on studentsÕ expectations regarding 
programme content, and that in particular more business content had been included as a 
result. As discussed under Transactional and Principle Values, some studentsÕ claims that 
under the proposed fee increases they would choose a more vocational programme suggest 
that students behave as customers within a marketplace, their educational choices being 
informed by notions of investment and transaction. Taken together, studentsÕ customer-like 
behaviour and institutionsÕ response to it in terms of programme design might be seen to 
indicate that responsiveness to student demand had increased in line with competition 
within higher education. As such, a market message system transmitting values deriving 
from the educational marketplace can be identified. 
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The incorporation of work placements and work-based learning, more prominent at 
Institution B and Institution D than at Institution A and Institution C, was such that 
authentic commercial environments were utilised as educational spaces, and that studentsÕ 
experiences of working within the commercial music sector- the marketplace- were 
formalised as learning experiences. Throughout such experiences students learnt outside of 
schematised curricula and pedagogy, and were inevitably prone to the market message 
system. 
7.8.7 Intersection 
In summary, the six message systems discussed in this section provided a useful 
framework through which to explore the issue of programme values, and helped me to 
consider the formal and overt elements of education alongside its more abstract and covert 
aspects. As the discussion above demonstrates, the proposition of lifestyle and market 
message systems is persuasive, and they accounted for hidden processes of value formation 
occurring beyond the more visible message systems of education. 
Moreover, my research highlighted many intersections between these message 
systems. Curriculum and pedagogy were unsurprisingly frequently interwoven, to the 
extent that they often appeared co-joined. Institution intersected with curriculum and 
pedagogy both overtly, due to institutional strategies (such as meso level strategic 
emphasis on vocational or academic content) that curricula and teaching were required to 
support, and tacitly, where unarticulated institutional culture and normative values 
informed curriculum design or approaches to teaching. Assessment, the least illuminated 
within this study, could nonetheless be seen unsurprisingly to maintain values transmitted 
via curriculum and pedagogy, occasionally to the frustration of students who did not. The 
lifestyle message system could be seen to intersect with institution, informing institutional 
cultures and norms, and operating among the social networks within institutions. Lifestyle 
also impacted upon curriculum and pedagogy, informing staff intervieweesÕ values which 
they in turn sought to inculcate in students. The market message system clearly interacted 
with the institution message system, transmitting market values to which institutions were 
responsive within a competitive higher education market place, impacting upon their 
branding strategies and choices of institutional partnerships. The market message system 
could be seen to intersect with curriculum, promoting transactional understandings of 
higher education according to which curricula were tailored to meet studentsÕ 
expectations and demands. At Institution D, where the emphasis was explicitly 
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commercial, the curriculum, pedagogy and assessment message systems were tethered to 
market to ensure that the standards of the commercial music industry were met. At 
Institution B and Institution D, where work-based learning featured, market became the 
primary message system during commercial work placements and functioned as a proxy 
of pedagogy and curriculum. 
Figure 6 provides a graphic representation of the interplay identified within this 
study between the message systems across cases (the dotted lines represent interactions 
that were not strongly identified); there is not space to give a visual representation for each 
case. However, the model might provide a stimulus framework for academic staff, perhaps 
in partnership with students, to unpick the ways in which values are transmitted on their 
programmes. 
 
Figure 6. The message systems of higher popular music education. 
7.9 Summary 
This penultimate chapter has considered the findings displayed in the previous 
chapter in relation to the insights and issues that arose across the first three chapters. This 
discussion has bolstered the proposition set out at the beginning of Chapter 1 that higher 
popular music education, a nexus of the vast and multifaceted domains of education and 
popular music, is subject to a fascinating intersection of aesthetic, commercial, epistemic 
and many other types of value, and has established a thematic and structural framework 
through which this intersection might be explored. The themes and theoretical propositions 
arising from this synthesis represent my understanding of this intersection developed 
through in-depth primary engagement and critical analysis thereof. As the only study to my 
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knowledge which has sought to gain such an understanding, it will provide a vital resource 
for others- including educators, researchers or policy makers- seeking to enrich their own 




This final chapter recapitulates the aims, processes and outcomes of my doctoral 
research project. It begins with an overview of the arc of this thesis, from the formulation 
of theoretical underpinnings to empirical findings and discursive insights. It then considers 
the focal, methodological and theoretical limitations of the study, and identifies potential 
avenues for further research that might address these limitations or build upon the studyÕs 
findings. Finally it asserts the studyÕs contribution to knowledge in the fields of popular 
music studies, music education and higher education. 
8.1 Recapitulative Summary 
This study sought to generate insight into the values underpinning, and active 
within, popular music in higher education in the United Kingdom. Chapter 1 detailed my 
personal musical, professional and educational background, and the preliminary, informal 
inquiry from which the theoretical framework for the study began to germinate. It 
explained that an interest in how canons of great works and artists have historically 
informed the values and practices of classical music education, and have served to arbitrate 
aesthetic value in music, led me to consider how and from where popular music education 
derived its value frameworks. It explained how initial literature review, together with 
reflection on my own experiences, led to a proposition that canon, while a significant 
participant in value formation in popular music education, was only one element of many, 
and that accordingly the theoretical framework was broadened beyond canon to 
accommodate a more open understanding of values relating not only to popular music but 
to the domain of higher education. The findings of a pilot study in which I interviewed 
staff and alumni from three degree programmes appeared to confirm this proposition. It 
then detailed how I adapted BallÕs model of educational Ômessage systemsÕ (Ball, 1994) to 
provide a framework for my investigations. 
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Chapter 2 engaged discursively with the concept of value, and demonstrated 
through literature review some disparity in how it has been understood and employed in 
higher education research. It identified two prevalent value discourses, one maintaining a 
transactional conception of value in higher education, and another maintaining a moral 
conception of value, rooted in discussions of higher educationÕs moral purpose and 
responsibility, and of the intrinsic value of knowledge. It argued that the conspicuous 
absence of any committed synthesis of these discourses had resulted in a literature at cross 
purposes. It went on to consider the value climate of higher education, reviewing 
theoretical and empirical research alongside official policy documentation. It identified a 
lexicon of value terms within interested higher education literature. It unpicked some key 
terms, revealing them to be inherently unstable, deriving their meanings and implicit value 
assumptions from the contexts in which they were used. 
Discernible across a selection of higher education policy were underlying tensions 
between imperatives of economic competitiveness and social and cultural responsibility, 
and between epistemologies of foundational, instrumentalist and relativist knowledge, 
traceable to wider ideological positions. Accordingly it then examined higher education in 
the context of some dominant contemporary Western ideologies- postmodernism, 
neoliberalism, and an emerging Ôthird wayÕ. This was followed by a consideration of 
institutional and disciplinary culture, and the implications of each for the interplay of 
higher educational values. In particular it examined the role of the individual in academic 
settings (institutional and disciplinary), considering the reflexive interplay of personal 
values with those of the setting. 
The chapter continued with an examination of the values associated with higher 
music educationÕs object of study: popular music. It considered the ways in which it has 
been defined and differentiated from other music(s), and the implications in terms of value 
of various definitions and understandings of popular music. It identified as an ever-present 
tension the relationship between understandings of authenticity- a central value concept in 
popular music- and the market-bound mechanisms of production and dissemination upon 
which popular music is dependent. It argued that within higher popular music education, 
the complex value frameworks associated with popular music and higher education 
become enmeshed, resulting in value matrices of even greater complexity. 
Chapter 3 provided an overview of research and practice in popular music 
education, charting the emergence of the discipline from its emergence within an 
established Western art music-dominated higher music education landscape, through 
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developments in UK higher education policy that facilitated its emergence within post-92 
institutions, to the current expanse of popular music programmes across the higher 
education sector, and considered how the discipline has accrued some of its underlying 
values from this narrative context. 
Reviewing literature relating to the discipline, it asserted that while the majority of 
teaching provision focuses on music making or other practical applications, studies 
concerned with the content and identity of the discipline and disseminated through popular 
music studies research channels have typically displayed a bias towards its theoretical 
(both sociological and musicological) aspects. It was argued that this has resulted in a 
discrepancy in theory and practice, and a drawing-apart of the scholarly and music-making 
aspects of higher popular music education, and that greater synthesis of these research 
domains is long overdue. 
Across these initial three chapters then, the predominantly literature-driven 
research phase was documented, the theoretical and contextual frameworks for the study 
were established, and a proposition that higher popular music education was underpinned 
by supercomplex matrices of educational, musical and ideological values was explored 
discursively through literature review. 
Chapters 4 to 6 accounted for the primary-empirical phase of research. Chapter 4 
detailed my research design and methodology, justifying my choice of a multiple-case 
study approach and my research instruments, and discussing the ethical implications of the 
study. Chapter 5 presented summary case reports intended to give the reader background 
information and a vicarious impression of each case. Chapter 6 presented the thematic 
categories that emerged from the cross-case phase of analysis, corroborated by extensive 
verbatim examples. These categories illustrated the confluence of different values within 
each case. Chapter 7 triangulated the literature- and data-driven research phases, bringing 
the earlier-established issues and theoretical issues to bear on the data-derived findings. 
Within a thematic framework, it discussed how different values, and ensuing tensions, 
were manifested within and across case settings, and their implications for wider higher 
popular music education. It considered how the interplay of transactional and principle 
values had informed and participated in the experiences of staff and students across cases, 
and related this to notions of values schizophrenia (Ball, 2003; Skelton, 2012), the student-
as-customer concept, and the conflict between market- and social justice-focused agendas. 
It presented a graphic model which promoted critical awareness of the interplay between 
benefit and sacrifice values rooted in the transactional aspect of education, and the values 
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underpinning subjectsÕ belief, principles and moral positions. It then considered the theme 
of educationÕs moral purpose, and of intervieweesÕ beliefs that this was being impeded, in 
oneÕs view by aesthetic (musical) distinctions that subtly enforced class divide, and in 
anotherÕs by economic policy which did the same. As such, economic, aesthetic social and 
cultural values were shown to interact. 
Discussion then moved to the nature of knowledge and responses to the concept of 
employability. It was argued that the legal requirement for employability statements, and 
ÔkeyÕ information related to graduate employment, to be placed within programmesÕ 
applicant-facing promotional literature, embedded macro level market values within each 
case. Programme leadersÕ conceptions of employability were considered against the 
different definitions of employability set out in the revised Pedagogy for Employability 
paper (HEA, 2012), and it was shown that differences in emphasis placed on hard and soft 
skills, and and on different types of knowledge, across cases reflected different 
understandings of employability. It was argued that these findings lent support to 
observations that higher popular music education appeared to lack consensus as to what 
constituted its epistemic core (Cloonan & Hulstedt, 2012), and could be related to the 
unique historical conditions out of which higher popular music education has emerged. 
Drawing on models by Becher and Trowler (2001), Cloonan and Hulstedt (2012) a 
theoretical model was offered as a means to gauge the epistemic characteristics of 
programmes within higher popular music education. 
The tense relationship between authenticity and commercialism was then 
discussed. It was shown that this tension, a key theoretical issue in popular music, was 
evident within each case, and that the issue of authenticity was further complicated by 
understandings of academic value. Indeed, perceptions of the value of popular music, and 
the value of the academic discipline of higher popular music education, were shown to be 
reflexive. The nature of the discipline was then discussed in relation to post-modernism, 
and in particular with the destabilization of foundational values and relativist approaches to 
epistemic value, which are both lauded and criticized. It was shown that tensions relating 
to relative value were evident across cases, in particular in relation to curriculum and 
assessment. 
The notion of canon, central to the values of many established arts disciplines, was 
shown to be destabilized within the post-modern context, and was seen by interviewees to 
be an outmoded and potentially harmful concept. However, it was shown that processes of 
canonization were identifiable across cases, in spite of efforts to resist them, suggesting 
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that canon is an inevitable by-product of the practical necessity to include and exclude 
content from curricula and pedagogy. Some staff interviewees made attempts to avoid 
inculcating canonical values by promoting scepticism of consensus. 
The processes of academic enculturation and disciplinary socialization were then 
discussed. The findings suggested that staff and students began to value academic study 
through engaging in it, but that for some staff their academic identity developed as an 
aspect of their holistic musical identities. However, the notion of disciplinary socialization, 
whereby peopleÕs values become attuned to the norms of the disciplinary culture, was 
shown to be complex within higher popular music education, as it was a new discipline 
whose populations have participated with its object of study (popular music) outside of the 
academic setting. 
Finally, the theoretical framework of educational message systems, which I had 
devised and employed throughout data collection and coding, was appraised in terms of its 
conceptual utility. It was shown to be useful in focusing inquiry towards both the overt and 
covert aspects of higher education settings, and a graphic model was offered. 
8.2 Limitations 
Writing a doctoral thesis entails the presentation of years of intensive, 
unpredictable learning in the form of a structured and lucid document. As such it is an act 
of ordering, and for the most part concealing, the messiness of research; false starts, dead 
ends, practical frustrations and technical problems are written out of the thesis to give an 
impression of a confident, linear pursuit of new knowledge within a clearly understood 
framework. This is not an act of cheating the reader, but an acknowledgement of the 
outward primacy of the research product over the research journey; a doctoral project 
should ultimately amount to a written contribution to others. Nonetheless, the practical 
realities of the research journey must be taken into account as part of an assessment of the 
studyÕs limitations. 
Limitations can be collated into three categories: those resulting from my purposive 
limiting of research parameters and objectives, or acknowledged prior to beginning active 
research; those resulting from unforeseen impediments to the research process; and those 
emerging from a critical re-view of the theoretical and methodological frameworks of the 
study after active research has ended. I shall approach these in turn. 
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8.2.1 Focus 
For practical reasons, and to reflect my research interests, the studyÕs focus was 
limited to the United Kingdom (or more specifically, England). This limitation roots the 
study within historical narratives (of education and of music) which, as is explored in 
Chapters Two, Three and Seven, impose unique contextual conditions upon which the 
formulation of values is contingent. While it might be argued that this limits the 
transferability of insights to the UK, it provides valuable comparative insights for 
international contexts. As is covered in Chapter 3, Tagg (1998) considers the political and 
cultural backdrop out of which the discipline emerged in Sweden, while BjrnbergÕs 
(1993) study focuses on some specifics of the Danish context and Hebert (2011) offers a 
discussion of the US context; further comparative studies across international contexts 
would be illuminating. 
In addition to undergraduate degree programmes, higher popular music education 
in the UK encompasses two year foundation degrees (FdA), certificates and diplomas of 
higher education (CertHE, DipHE), Higher National Diplomas (HND) and postgraduate 
qualifications, as well as popular music modules and content within other programmes of 
study. Each of these examples has characteristics, remits and objectives that differ from 
those of undergraduate degrees (this understanding stems from on an informal review I 
have conducted of programme descriptions, and on the National Qualifications Framework 
(NQF) benchmark standards for level 5 qualifications). It was decided to exclude these 
other types of programmes in favour of a more clearly defined focus, and one which might 
reasonably be seen to correspond to the majority of higher popular music education in the 
UK. Nonetheless it must be acknowledged that significant areas of higher popular music 
education have been excluded from this study; these areas clearly offer potential foci for 
further research, which might in turn be compared with the findings of the present study 
and other existing research to generate a broader and richer picture. 
8.2.2 Methodology 
A further limitation was the decision to focus on four cases. These were 
purposively selected, as far as possible within practical constraints, to account for 
geographical and other contextual variations which the literature review and pilot study 
revealed to be potentially significant, but not on the basis that they constituted a 
representative, statistically generalisable (Yin, 2003) sample of a wider reality. Nor was 
each case internally ÔgeneralisableÕ in terms of proportional representativeness; the 
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students and staff interviewed did not, and were not intended to, amount to a representative 
ÔsampleÕ of the case populations, and thus interview data can be taken to represent only the 
perspectives of the participants themselves at the point in time at which they were 
interviewed. These limitations were accepted from the outset, and understood to be 
accepted features of qualitative case study inquiry. As Stake (1995) explains, statistical 
generalisability beyond the bounded system under investigation is impossible within case 
study research, and the case study must be understood as a time-, participant-, and 
researcher-specific impression of a social reality. Instead, emphasis is placed on the 
transferability of insight which may provoke critical comparison with other cases. Putting 
it another way, Yin emphasises the role of case study research in abstracting outward (Yin, 
2003) from in-depth data towards theory which might be tested through further research- a 
process he refers to as analytical generalisation. As such the study provides no statistically 
generalisable findings, in the sense of their being quantifiably relatable to wider 
phenomena, but instead offers transferable, localised insight and theoretical propositions 
which may be explored through further research. 
In line with this objective, a decision was made not to employ instruments such as 
questionnaires designed to gather information from whole populations or large samples, 
and instead to use instruments suited to gathering detailed information from a limited 
number of sources- namely field observations, documents and semi-structured interviews. 
This accords with the privileging of depth over breadth in case study research, and was 
appropriate to the objective of generating rich understanding of soft (Checkland, 1990), 
complex systems. Nonetheless it must be acknowledged that such understanding comes at 
the expense of statistical generalisability. 
8.2.3 Timescale 
Given the anticipated three-year time-span of this project, the potential for a 
longitudinal aspect was always understood to be limited. It was however soon understood 
to be entirely unfeasible owing to the time constraints of participants within the study, 
which were such that data collection could only be undertaken on limited occasions across 
an eight month academic year cycle. This is a regrettable limitation; there was evidence in 
studentsÕ reports of their values changing over the course of their studies, which was 
attributed to a range of factors including inspirational teaching, friendships and lifestyle, 
and the development of new skills. Woodall et al.Õs (2012) and Kalafatis and LeddenÕs 
(2012) studies both identify temporality as a contingency of student-as-customer value, but 
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neither team adopts a framework in which studentsÕ principle values or the values specific 
to the academic discipline involved, as opposed to those deriving from the experience of 
transaction, can be considered. Further research is needed which explores the temporality 
of student (and indeed staff) values, and would contribute to a revitalised consideration of 
student value within conceptual frames such as academic enculturation and principle 
values. 
8.2.4 Data collection 
As touched upon above, an already limited and rigid timeframe for data collection, 
and cases distributed across the length of England, what might otherwise be minor 
problems could result in significant setbacks. IntervieweesÕ illness, problems with 
institutionsÕ computer systems and transport problems (for interviewer and interviewee) all 
resulted in site visits and other data collection events being cancelled, which in some cases 
could not be rescheduled. As a result, together with poor take-up to participant recruitment 
communications, I was unable to meet my initial target of two staff interviews, one 
individual student interview and one student focus group for each case. Where possible 
however I sought to mitigate against this deficit by conducting longer interviews, and still 
managed to gather 120,000 words of data from a total of 32 individuals across the four 
cases. Together with detailed field notes and documentary data, this constituted a 
sufficiently large data set, and a decision was made in January 2013 to end data collection. 
8.3 Original Contribution to Knowledge 
While this study is relevant to several research fields, I locate it primarily within 
the areas of music education, the sociology of higher education, and popular music studies. 
It makes a significant and original contribution to knowledge in each of these areas. 
As noted by Cloonan and Hulstedt (2012), Parkinson (2013), Smith (2013) and 
others, popular music education is a burgeoning yet under-researched discipline within 
higher education. This study therefore makes a much-needed contribution to an 
underdeveloped disciplinary research base, providing a valuable resource for those 
researching the discipline in the future. Moreover, it provides a resource to practitioners 
working within the discipline who may consider their own experiences and situations 
against the insights offered in the study. 
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This study constitutes at the time of writing what is to my knowledge the only in-
depth, multiple-case study of undergraduate popular music degree programmes to have 
been undertaken in the United Kingdom. As such is makes an original contribution to 
knowledge, and complements recent published research, such as Cloonan and HulstedtÕs 
(2012) mapping exercise commissioned by the Higher Education Academy which is 
necessarily focused towards achieving a broad (as opposed to deep) understanding, and 
SmithÕs (2013) which is autoethnographic and reflective, by offering deep and empirically-
supported insight. Moreover, it is to my knowledge the only study to investigate staff and 
student perspectives together (Cloonan and Hulstedt (2012) only involve staff 
perspectives), and one of few studies focussing on the discipline to have been conducted 
by an ÔoutsiderÕ (i.e. not a popular music academic or student). 
In addition it draws together, to a greater and more explicit extent than existing 
studies (such as Cloonan and Hulstedt (2012); Cloonan (2005)), discussion of higher 
educational values with that of the value(s) associated with popular music. In addition to 
contributing to discussion of disciplinary values within higher education generally (see 
below), this helps to shed light on the uniquely complex nature of popular music studies, 
and the associated challenges it faces. In particular, the notion of musical authenticity- a 
core value concept in popular music (Adorno, 2002; Frith, 2007; Green, 2002; Middleton, 
1992) and which Green (2002) has considered in relation to formal and informal music 
education- is explored in the context of higher education and in relation to issues such as 
commercialism, employability and academic expectations. 
Beyond specifically popular music education, the study makes an original and 
valuable contribution to knowledge in music education research generally. In his overview 
of higher music education research, J¿rgensen observes that: 
There is a lot of personal commentary on the question of purpose and mission [...], but 
very little theoretical research of an analytical and critical nature on the written and 
unwritten goals of institutions, on the historical and cultural dimensions of goals [or] on 
the relationship between institutional goals and societyÕs expectations (2009, p.22). 
While several studies over the intervening four years have gone some way to addressing 
this deficit (Ford, 2010; Moore, 2012; Smith, 2013), J¿rgensenÕs assertion remains true. 
This study can be seen to address each of the areas identified in the above quotation as 
needing attention: while this study focuses on values as opposed to aims or purpose, these 
distinctions are porous, and discussions of value and purpose are self-evidently 
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interconnected. Significantly, it engages both with written values (those found in 
institutional literature and in state education policy) and unwritten values (those held by 
individuals or encoded in less obvious ways), and examines their interplay. It engages 
critically both with the questions of how and by whom values come to be held within 
institutions of higher music education, and how they impact upon higher music education 
in practice. It presents and engages new or revised conceptual models- the message 
systems (Figure 6, p.213), the macro, meso, micro domains; the give/get/hold value 
continua (Figure 4, p.175) and the epistemic quadrants (Figure 5, p.185) which provide 
theoretical frameworks for exploring issues of value, purpose, aim and culture. It examines 
the cultural and historical dimensions of popular music education and relates these 
dimensions to the value terrain within the field, and examines societal expectations and 
assumptions regarding the role of education and the value of knowledge. 
J¿rgensen suggests that research of this kind Ôwill [not] give us ready to use recipes 
for future conduct. [Rather] it will most probably enlighten us about the fundamental 
forces that shape our daily work.Õ (J¿rgensen, 2009, p.22) As such, while studies like this 
can make enlightening contributions to knowledge, their impact cannot always be readily 
asserted in instrumentalist terms. Nonetheless, I believe that by bringing original and fresh 
insight to issues which lie at the core of higher education practice, this study enriches the 
knowledge bases that inform decision-making, best practice and reform. Following 
dissemination therefore it will have great potential to impact upon such areas as curriculum 
design, pedagogy, and both institutional and state policy. 
Beyond higher music education, the study makes an original contribution to 
knowledge in higher education research for its critical consideration of the nature of 
disciplinary knowledge and values, and examination of the interface between disciplinary 
values, the values of higher education generally, and the values of institutions and 
individuals. It problematises Becher and TrowlerÕs (2001) earlier model of disciplinary 
categorisation according to knowledge characteristics, and identifies in particular the 
inappropriateness of the model for the categorisation of arts disciplines in what might be 
termed a postmodern knowledge society (Delanty, 2003). It offers suggestions as to how 
this model might be developed further to accommodate heterogeneous arts disciplines. 
Furthermore, it synthesises disparate value discourses- those in which higher 
educational value is conceived in terms of transaction, and those which centre upon 
notions of intrinsic and moral value. It draws to light tensions that have emerged between 
these discourses both within wider literature and within the cases in this study, and 
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uncovers instances in which these discourses have impacted upon studentsÕ and staffÕs 
experiences of higher education, and of higher education practice from curriculum design 
and classroom pedagogy to research output. At the current time of rapid change within 
global and national higher education, critical syntheses of this kind play an essential role in 
illuminating the landscape and drawing disparate positions into dialogue. By identifying, 
and responding to, a need to reconsider the way in which value(s) in higher education 
is/are measured, and specifically by looking beyond reductionist analyses that limit value 
either to its transactional or intrinsic aspect, this study will potentially stimulate 
consideration and discussion of value which draws these aspects together. The 
give/get/hold value continua model (Figure 4, p.175) might serve as a stimulus or aid for 
such discussion and a theoretical framework for future research, and indeed might be 
adapted for use as a data collection instrument through which, for example, students and/or 
institutional representatives might plot their values, both transactional and principle, and 
the relationships between them. 
8.4 Concluding Remarks 
A statement of StakeÕs (1995) has resonated with me since I first began to plot my 
research design: 
The function of research is not necessarily to map and conquer the world, but to 
sophisticate the beholding of it. (p.43). 
Undertaking this study has led me to a more sophisticated understanding of the 
phenomenon that engaged my interest four years ago, and of the value of research and 
education. Having the opportunity to return to higher education and study its processes and 
cultures has, on reflection, been one of the most valuable of my life, and I sincerely hope 
to be able to Ôgive something backÕ. I hope that this thesis is of some value, whether 
pedagogical, intellectual or methodological, to anyone who reads it. I wish here to reiterate 
my deep gratitude to the four institutions that agreed to be the focus of my investigations, 
and in particular to the staff and student interviewees whose experiences and perspectives 
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This has been drawn up in reference to the Statement of Ethical Practice for the 
British Sociological Association (2004) and the British Educational Research 
Association's (BERA) Ethical Guidelines for Educational Research (2011). It is 
intended as a summative ethical framework focused towards the specifics of my 
research project.   
 
In undertaking this research, I will:  
 
¥ Strive to maintain the integrity of sociological enquiry, and the reputation of 
the discipline.   
 
¥ Safeguard the interest of participants and others involved in the study.  
 
¥ Report my findings accurately and truthfully.  
 
¥ Abide by national laws and regulations. 
 
¥ Recognise the limits of my professional competence, and undertake training in 
the research methods used. 
 
¥ Consider safety issues pertaining to my research project, to ensure my own 
and my participants' safety. 
 
¥ Ensure that the social, psychological, professional and physical wellbeing of 
my participants is not adversely affected by the research. 
 
¥ Secure participation only on the basis of informed and freely given consent, 
and participants' awareness of their right to withdraw their involvement at any 
time, without giving a reason.  
 
¥ Give participants clear information regarding conditions of anonymity, and 
pertaining to how identities will be made visible within the research report.  
 
¥ Maintain the anonymity of any third parties referred to in the research.  
 
¥ Give participants clear information regarding how data is to be captured, and 
how the resulting data types are to be stored and disseminated  
 
¥ Make participants aware of the extent to which they will be able to see data, 
interim research findings, and research reports, and to change or review their 
statements.  
 
¥ Offer participants to opportunity to see and comment on data and findings.   
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!¥ Be aware of the potential impact of my research upon the lives of participants, 
making them aware of any risks involved and striving to minimize risks and 
alleviate distress.  
 
¥ Secure consent from institutional gatekeepers and from individual participants, 
understanding my responsibilities to both, and not compromising their 
relationship to each other.  
 
¥ Maintain an awareness of my responsibilities towards my research participants 
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I have read the Information Sheet relating to this project. 
 
I have had explained to me by Tom Parkinson the purposes of the project and what will be required of our institution, 
and any questions have been answered to my satisfaction. I agree to the arrangements described in the Information 
Sheet in so far as they relate to the institution's participation. 
 
I understand that participation is entirely voluntary and that the institution has the right to withdraw them from the 
project any time, without giving a reason and without repercussions. 
 
I have received a copy of this Consent Form and of the accompanying Information Sheet. 
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Please tick as appropriate: 
 
I consent to Tom Parkinson conducting interviews will staff  
 
I consent to Tom Parkinson observing lessons and taking handwritten notes 
 
I consent to the institution being named in the thesis 























Institute of Education 
Bulmershe Court, 
Reading  RG6 1HY 
phone +44 (0)118 378 8838 
fax +44 (0)118 378 8834 
Tom Parkinson (student researcher) 
email t.j.n.parkinson@student.reading.ac.uk 







I am conducting a doctoral research project into Popular Music pedagogy at Higher Education level, focussing on the 
formation of value systems informing pedagogy and course design. You have been identified as a potential participant 
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your participation in this project, and I am writing to you now to explain the purpose and methods of research in more 
detail, and to ask for your formal consent. 
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You will then be asked to take part in an interview with me, lasting approximately 30 minutes.  The interview will be 
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asked during the interview will relate to my notes from the observed session. 
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United Kingdom, to gain an insight into the perspectives, experiences and teaching practices of staff, and to identify 
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and on a password-protected computer and only my supervisors and myself will have access to the records. Records 
will be retained for five years after the project end and will then be destroyed securely. 
 
Your personal anonymity can be guaranteed.  However, if you wish for your contribution to be formally recognised, I 
will include you by name in the acknowledgements page of the thesis, and in any subsequent research publications 
based upon the study. Your name will not be used within the thesis itself.  Any references to other members of staff or 
students made by you during interview will be edited to ensure their anonymity. Your institution will be named in the 
study.   
 
Your decision to participate is entirely voluntary. You are free to withdraw. your consent at any time, without giving a 
reason, by contacting me on the e-mail given above. I do not anticipate that you will incur any expenses through 
involvement in any aspect of the project, as the interview will be conducted at your premises. 
 
If you have any queries or wish to clarify anything about the study, please feel free to contact us on the details given at 
the top of this letter. 
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I am conducting a doctoral research project into Popular Music education at university level, focussing on the 
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explain the purpose and methods of research in more detail, and to ask for your formal consent.  Your participation in 
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If you agree to participate in this study, you will be asked to take part in a focus group with other volunteers (between 
four and six students), led by me and lasting approximately 45 minutes, at a time and place convenient for you.  The 
interview will be recorded and transcribed with your permission and will focus on your views of popular music as an 
industry and as a field, your personal backgrounds and reasons for joining the degree programme, your experiences of 
the programme and your opinions relating to the relevance of formal education in popular music.  I can send a 
summary of the results of this research to you if you wish. 
 
 
The data gathered in this study will be used to gain an overview of popular music degree programme delivery in the 
United Kingdom, to gain an insight into the perspectives, experiences and teaching practices of staff, and to identify 
pertinent themes relating to Popular Music education at degree level. The information may be included in my PhD 
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I am conducting a doctoral research project into Popular Music pedagogy at Higher Education level, focussing on the 
formation of value systems informing pedagogy and course design.  I have already communicated with you regarding 
your participation in this project, and I am writing to you now to explain the purpose and methods of research in more 
detail, and to ask for your formal consent. 
 
You have been chosen on the basis of your roles and responsibilities on the programme. Your participation in 
the project will be highly valued, and I hope that you will find it interesting to take part. 
 
 If you agree to participate in this study, you will be asked to take part in an interview with me, lasting approximately 
30 minutes, at a time and place convenient for you.  The interview will be recorded and transcribed with your 
permission and will focus on the design, structure and delivery of the popular music degree programme you teach on, 
your experiences of working on the programme, your own musical background and the values you hold relating to 
music and education. 
The transcriptions will be shown to you in order for you to check their accuracy and to confirm that you are still happy 
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pertinent themes relating to Popular Music education at degree level. The information may be included in my PhD 
literature and in research publications.   
 
 
Any data collected will be held in strict confidence. Research records will be stored securely in a locked filing cabinet 
and on a password-protected computer and only my supervisors and myself will have access to the records. Records 
will be retained for five years after the project end and will then be destroyed securely. 
 
Your personal anonymity can be guaranteed; however, if you wish for your contribution to be formally recognised, I  
will include you by name in the acknowledgements page of the thesis, and in any subsequent research publications 
based upon the study. Your name will not be used within the thesis itself.  Any references to other members of staff or 
students made by you during interview will be edited to ensure their anonymity. Your institution will be named in the 
study.   
 
Your decision to participate is entirely voluntary. You are free to withdraw. your consent at any time, without giving a 
reason, by contacting me on the e-mail given above. I do not anticipate that you will incur any expenses through 
involvement in any aspect of the project, as the interview will be conducted at your premises. 
 
If you have any queries or wish to clarify anything about the study, please feel free to contact us on the details given at 
the top of this letter. 
 
This project has been reviewed by the University Research Ethics Committee and has been given a favourable ethical 
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and will focus on your views of popular music as an industry and as a field, your personal background and reasons for 
joining the degree programme, your experiences of the programme and your opinions relating to the relevance of 
formal education in popular music.  I can send a summary of the results of this research to you if you wish. 
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United Kingdom, to gain an insight into the perspectives, experiences and teaching practices of staff, and to identify 
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the top of this letter. 
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Staff Interview Protocol 
 
Date:      Interviewee:  
 
 
Research questions (bear in mind)  
 
What values are held on undergraduate popular music degree 
programmes? 
 
How are these manifested in the message systems of curriculum, 
pedagogy, institution, assessment, lifestyle, and market? 
 




















Programme history      Student body 









Programme content  Programme aims     
 
 




















What genres and artists do you cover?    Canon?  
 
 
Art vs. Craft?  
 
  



















Student Interview/Focus Group Protocol 
 
Date:    Interviewee/focus group no:  
 
 
Research questions (bear in mind)  
 
What values are held on undergraduate popular music degree 
programmes? 
 
How are these manifested in the message systems of curriculum, 
pedagogy, institution, assessment, lifestyle, and market? 
 




Personal academic background    
 




What is education for?     
 
 
What is the value of higher education?  
 
 
What instrument do you play?  
 
 
Programme experiences  Peer interaction 
 
 
Genre emphases?      
  
 













Art vs. Craft?    Good music, bad music?  
 
 




Ambitions for the future?    
 
 
Ambitions before you came?  
 
 





















I think a lot of them don't know what they want at all when they enroll on the course. (Programme leader) 
[student motivations] 1. 
I know that on the open days when they come in the staff really try and spend part of the time explaining that  
it's not a fame academy, you know, that you're not coming here and playing all the time, that there's an 
emphasis on theory, on critical evaluation, and so on (Programme leader) [realism, criticality, 
academicisation, fame] 2.  
...hopefully they've got a bit of an insight, but I still think some of them come onto the course and think well, 
I'm a performer, that's what I'm going to come out doing. (Programme leader) [student ambition, musician 
identity] 3. 
I think they get a dose of realism in the business module. (Programme leader) 4. 
the business module, which on the old course was only really taught in the third year but now is run in the 
second year, that really helps them to have a better understanding of, realistically, what possible routes there 
are. (Programme leader) [vocationalism] 5. 
not to knock them back, but to make them aware that after graduating, their not all going to leave and 
become session musicians, because itÕs simply unrealistic.  But you know, we donÕt have a sit down talk with 
them and say, ok everyone, this is the way the land lies, because thatÕs not what weÕre there for. (Programme 
leader) [realism, broad skills set, purpose] 6. 
Er, yeah, again I hadn't studied music at all, and with all the other courses you had to have that first to get on, 
but with this it was just do the interview and perform to the right standard. (A) [performing ability] 7. 
Yeah there was that, but I came here because I liked the course, I liked the mix of studio production and 
performance, but also composition and theory aspect which you didn't seem to get on other courses either.  It 
was either you're doing studio production or kind of quite heavy music on a classical background, whereas 
this seemed to have a great balance of it all, and also being based in the north of England too, for my 
gigging. (A) [scope, plurality] 8. 
________________________________________________________________________________
So you guys both want to be composers...is that something you wanted to be before, or is that something that 
has emerged since? 
B: It's emerged. Maybe it was there, but before I came on the course I knew I wanted to be something in the 
industry, either studio work, or a professional drummer, but obviously now it's come to the time when I need 
to start thinking about what job I'm going to get, I can't just kind of be hoping, cross my fingers that the 
drumming's going to pay, um, and yeah, I've enjoyed composition even since school, but I've just taken it 
more seriously here because there're a lot more options. [course impact on student ambitions, realism, 
industry focus] 9. 
 
D: But even before I was playing guitar, my favourite was a games composer called Iyoyu Matsu, and I've 
always thought i wanted to follow that composition, you know, and I think a bit more could have been done 
for that in a kind of business aspect...I think I've learned a lot about actually composing and stuff and it's 
really kind of helped me, but in terms of a business sense you're not really given any guidance as to how to 
approach companies or publishers or... [vocationalism/professionalism, employability] 10. 
C: When I started uni I always thought I'd be a session player.  The tutors put me off that completely.  I 
wasn't brought up with jazz or latin, the main things that are really taught here, and that was kind of shot 
down really quickly.  It started to make me think a lot more about what I wanted to do and stuff.  And you 
know everybody thinks, when they go to uni or something, that they'll somehow get a break, but it gets more 
unlikely every day.  And every lecture you go to now, these are people who lecture now.  Some of them have 
had good music careers, but a lot of them haven't really had much. You can tell how bitter it is.  [genre, staff 
past experience] 11. 
Is that because they aren't doing it anymore? 
C: They've had it, and now it's gone.  Or they've never had a real chance to pursue it.  Now it's like, if I can 
teach and stuff, because I do quite enjoy teaching...you've got to basically live the way you want to live in 
music...you need a decent job on the side, you can't just be on the dole, 'Im a musician', it's not going to pay 
any bills is it.  You've got to be sensible about it.  I mean one out of a thousand get a break and that's good, 
but until you get some sort of opportunity you cannot count on it.  I mean I've been doing music for six or 
seven years now and every year more and more you get people drilling at you, you're never going to make it.  
It makes you work harder but at the same time it makes you think, when I leave uni I'm not just going to go 
and fall into a paying job. So you have to do something that's maybe not in music to start and keep your 
portfolio going.  [realism, musician identity, pragmatism, portfolio career] 12. 
________________________________________________________________________________
So in terms of what you want to do with music...has the course changed that? So your professional 
ambitions...you're a guitarist obviously but has it made you want to explore other areas? 
Well obviously my ultimate ambition or aim is to be in a band touring, playing wherever. But that's always 
been the case, but since coming to uni I've really enjoyed the tech side of it.  So if for whatever reason I don't 
carry on playing guitar or the band doesn't work out I would be more than happy to go in...or open a 
recording studio. (IS2) [musical identity] 13. 
________________________________________________________________________________
now I'm more into composition I obviously use more of the full notational side, but somehow I feel quite 
detached from the performance-based side that other people are very into, and more into the technical, 
musicological side. (IS1) [academic knowledge] 14. 
________________________________________________________________________________
...was it a big decision for you to come to university? Did you have to think hard about whether you wanted 
to or not? 
No, I always wanted to come to uni, just to learn more about the subject I love so much. [enjoyment, 
musician identity, educational value] 15. 
So you always wanted to do music? 
I always wanted to do music since like high school really.  I've always wanted...I couldn't see myself doing 
anything but music.  And I've always wanted to be at uni. [enjoyment, musician identity, vocation] 16. 
And is it worth the debt? 
Yeah...it's, I think it's worth the three grand a year or whatever it is we're paying. Obviously next year it's 
going to be more, nine grand, it's going to be a struggle for anyone, but...








































Possibly. It's a lot of money.  Considering I'm in like ten grand debt for like the three years, and you'd get in 
that in like one year...it's insane.  But like there's always ways...the to help you out, the ways to pay it 
back...so...cos the payback system's changed with the nine grand, like the way you pay it back...you have to 
be earning more to pay it back I think. So...I don't know. (IS2) [student-as-customer value] 16. 
________________________________________________________________________________
E: In our third year we have to pick two majors, and I'm undecided at the moment about what I want to do, I 
mean I still want to perform, I want to...be a performing musician, but I also want to make some money 
(laughs), I still want to live and have an affordable living, so then I thought about teaching, and recently I 
wanted to do more tech stuff, and live sound, and stuff like that. [money, pragmatism, employability] 17. 
H: We had a meeting the other day with a guy called _________, he does arranging. And he said something 
that we've all known for a while, is that you can't get by doing one thing any more.  You have to do little bits 
of everything if you want to work and keep your head afloat in the business.  [portfolio career, 
employability] 18. 
________________________________________________________________________________
F: One of the Pdp people on the course, a lovely man, he originally said, he sort of said to everyone, 
obviously your plan A is to be in a band, but I'm going to teach you about session musicianship, and this is 
your Plan B. And I was like, that was never my plan A! I don't want to be in a band...[student ambition, 
realism, employability] 19. 
H: That was funny I thought everyone wanted to be in bands, like you want to be a recording artist or 
whatever and you think that's everyone's main kind of thing but no.  [fame, student ambition] 20. 
Was that your Plan A when you came here? 
H: Yeah it still is to a degree, you know it's hard and stuff and you need to have things to fall back on, but the 
more we've gone on in the course the more I've realised that that's more of a minority thing.  There's less...
E: Deep down for me I would love to be a recording artist but I think I've realised that it's not getting that 
possible anymore, it's not easy to do that and I suppose that deep down there's that feeling for me, but then 
I'm thinking it may not happen. [realism] 21. 
H: You've got to try though don't you. I think that's a pessimistic view. 
G: It's a pessimistic view but also I think people...like when they think like recording artist and all that 
they're thinking about it in the wrong way. The industry's changed like, the whole point of life anyway is to 
get enough money to live and I suppose be relatively happy, like you don't have...things like 'I wish I was 
famous and signed', that's all rubbish, if you're happy and recording artist and only earning 30 grand a year, I 
don't know before tax, but that's perfect to keep you alive, and that's what you should be aiming for, you 
shouldn't be sacking off that dream because you won't earn a million pounds. [student ambition, musician 
identity, enjoyment] 23. 
F: My point is that that wasn't my dream. And I think at the time of hearing _____ say that, my plan A was 
was definitely teaching and youth work, because I'd just come out of youth work, spent two years, really 
enjoyed that, realised that music was what I wanted to do, and wanted to focus this idea of teaching and 
music and what I could do with it, and I've thought about it a lot less recently...
What's your Plan A now? 
F: There isn't one, but certainly teaching's still up there, particularly like community projects, like doing 
music in the community rather than teaching A level or something.  And...but yeah, and I'd say that's 
probably still some kind of Plan A, I don't know if it's up there at the top any more or what would be at the 
top, I just think the course, certainly from him in particular implied that you're here because you want to 
become rock stars, and that wasn't why I started. [student motivation, fame, success] 24. 
________________________________________________________________________________
H: If there's going to be a plan B then that's what it should be, but there's loads of pessimism, like anyone 
you speak to on this course like, nobody thinks they can make a career in music just off the back of you 
know getting signed or whatever, getting out gigging, playing gigs selling albums. Nobody thinks you can 
make a living like that, and it's partly because apart from _____, a lot of the lecturers and stuff here donÕt 
encourage that enough. [student motivation, realism, pragmatism] 25.  
G: I don't know I think that's a good thing. 
H: Obviously I can understand why, do you know what I mean? But at the same time I still think that there's 
not really anyone who's going to get a hold of me and say well if that's what you really want to do you need 
to do this this and this.  If you want to do it do it. 26. 
_______________________________________________________________________________________
"I chose Salford because of the great courses, excellent teachers and the masses of 




You will be taught by practicing professionals on a course well-known for producing graduates who excel in 
their chosen careers (programme website) [employability] 28. 
_______________________________________________________________________________________
I do know of courses where students go on and do vocational work.  We donÕt offer that at Salford, our 
students donÕt go out and work for someone, but we do have an enterprise component of the business 
module, where students can create a company, and run that company for a year, and theyÕre assessed on their 
business plan and they do a presentation where they basically give an account of the companyÕs activities, 
and they submit a critical evaluation where they assess their role in the company, and assess how 
successfully the company operated and what have you... and even if the company loses money, it doesnÕt 
mean theyÕre not able to get a first.  So weÕre not assessing the financial success of the company, rather the 
quality of the learning experience, and how well they can critically evaluate what theyÕve done over the 
course of the year.  (Programme leader) 29. 
we donÕt use the term music industry, but rather industries, or cultural economies, if you like, because that 
starts making students aware of whatÕs going on today.  You know, rather than the traditional view of there 
being this one Music Industry. (Programme leader) [industry focus, entrepreneurship] 30. 
_______________________________________________________________________________________
É that was really the old system where we just tackled this primarily at third year level, final year, and now 
in the new curriculum, this will be the first year that our second years are doing it, and theyÕre starting to 
look at these issues from the second year onwards, the second semester really.  So weÕve introduced it 
slightly earlier in the course, and I think thatÕs our oneÉI donÕt want to say concession, because I think this 
is actually the right thing to do, introducing it at an earlier point, but I feel itÕs the part of the curriculum 
review that is in part a response to this need now to feel that we are preparing students for careers once they 
graduate, and there wasnÕt that concession say eight, nine, ten years ago even, to do that.  (Programme 
leader) [macro influence, employability] 31. 
_______________________________________________________________________________________
I mean how music industry oriented is this course? [...]
B: They're pretty good at that.  I mean we had a business module in the third year about starting a business or 
promoting an artist, erm, but I think they're very good at giving us skills for the real world. 
Just in the musical arena, or broader? 
B: Broader I'd say. 
D: For me, I think a bit more could have been done across the three years.  Like he's saying they've only just 
introduced a business module now, in the third year, and in the business modules that we're doing is 
concentrated on starting a business, which you know for some people that might be a big responsibility for 
them, they might not be interested in, but for me personally I kind of want to score compositions, kind of 
write for films, you know, and I don't feel that I've been given any advice on how to approach that in a 
business sense, like how to set myself up as a composer who writes for that sort of thing. [instrumentalist 
knowledge, vocationalism] 32. 
____________________________________________________________________________
there's quite a lot of...well it's been cut recently because of the education cuts, but they used to do this thing 
called Pdp week which was professional development, and you'd get this whole week of professionals 
talking about, I don't know, Plan B, what you can do with this and that...yeah...and I suppose that technically 
we're all building up a portfolio in our own ways, but not in the same manner as building up a big folder that 
you hand round. (G) . 
And that's something that I've learned a lot being here. About like what these guys think of the industry.  And 
this idea of...one of the things __________ said the other day is if you want to be an arranger for example 
your job is always to be the smartest guy in the room, and in order to make a living in music you have to 
make sure that you're the smartest guy in the room.  Every time.  To get people to go his last album was 
really good. I think that's daunting, but it's good advice. (F) [professionalism, competition] 33. 
Employability/Core Skills
For a lot of them it's only when they start doing something like a composition module that they realise that 
they have a talent in that area and they start to think of all the ways that they might carve out more of a niche 
in that area. (Programme leader) . 
a lot of the performers, they go on to take performance and composition in their final thing, and the two are 
very much married together.  They do their final performance and that's where they perform their 
composition, and the two go very much hand in hand, but for some they might realise that, well I'm not 
really cut out to be a performer.  You know they come to the big sea and they come to university and realise 
that maybe they're not quite as talented in amongst everyone else. (Programme leader) [student ambitions] 
34. 
they just sort of broaden their understanding of what's out there as well as what they have an ability in.  And 
so quite a few of them seem to steer off the performance route, and not stay so fixated on it and explore other 
options. (Programme leader) [breadth of focus] 35. 
certainly there are some that are more academically-minded, you know, that go on to do dissertations, and 
who at the beginning don't think about postgraduate study, but then of course just from being in that 
university environment some people find that it really suits them. (Programme leader) [academic value, 
student ambitions, enculturation] 36. 
they might go on to do an MA in performance, or composition, or technology, but they become more aware 
of the potential for an academic route for them.  So that's quite common. (Programme leader)
I think one of the best things about this course is the heavy theory, which on a lot of other popular music 
courses is kind of missed out completely.  Because it allows you to have the skills to do even the more 
classical stuff.  I mean my composition I'm doing it for full orchestra, which, having the theory skills we've 
been taught here allows me to do that. And if I'd gone to another popular music course I wouldn't have the 
skills to be able to do that. (B) [genre, pluralism] 37. 
Yeah.  I want to be a composer. But also having the studio and the technical background that we also have on 
this course allows me to be more diverse with that and use the technology to help me. (B) [genre] 38. 
Yeah. In tutorials we're forced to. Um, there was also an ensemble as well where we had to assess people's 
playing and that tests your technical knowledge as well because you have to be able to pick apart pieces and 
listen to what's going on. (B) [peer learning/assessment] 39. 
 I think the course actually helped me do what I want to do and gave me the skills that I need, because I 
didn't really have a clue...but now I have a million clues, there's a lot available to you.  But I do agree that the 
business aspect is a bit late, and it might have been nice to have that throughout the course. (A) 
[vocationalism, employability] 40. 
Our annual Masterclass series involves leading professionals and is designed to assist you in your 
professional development and career management. (programme website) [vocational, staff expertise, 
industry focus] 41.
that has been our experience of it, that whatever type of music a graduate has studied, that they recognise 
that there are a variety of skills that are covered on a course, and that there are outcomes like that.  So weÕve 
not ever had any issues with it. (Programme leader) [generic skills, transferability] 42. 
80% Students in work / study six months after finishing (KIS) [employability] 43.
40% in a professional/ managerial job at six months (KIS) [employability] 44.
Student-As-Customer value
Do you think thereÕs a relationship between that and the fee rise, and what I suppose the learnerÉwhat 
they feel they want to get from the learning experience? 
Do you mean that theyÕre now paying fees? 
Yeah
I think that a lot of people do feel this way and itÕsÉpeople talk about the change of culture really, and IÉI 
have to say that IÕve noticed that difference.  And there is some pressure when theyÕre paying, and will be 
paying, from next year, quite substantial amounts of money, thereÕs the expectation that there will be 
something at the end of it thatÕs worthy of thatÉand in our opinion university degrees have always been 
worth all of that, but that question now of actually moving on to paid employment of some kind, related to 
the degree itself, I think that undeniably there is that. (Programme leader) [macro control, transactional 
value] 45. 
I wouldnÕt say that weÕve had a lot of pressure from students, justÉtheyÕll say what they would like to learn 
in the business classes, and how they would like some of the masterclasses to involve more people coming in 
from outside, so thereÕsÉwho will talk about their experience as a paid or working musician (Programme 
leader) [student value, professionalisation] 46. 
_______________________________________________________________________________________
Do you think the environment here has facilitated that...has it nurtured your interests? 
Yeah I think it has. And  But I mean the economic restraints are huge on that as well, so...
Do you think that's affected course design? 
Yeah. Which I think can be frustrating in terms of the value for money and things...because at times I feel 
you're paying to learn yourself.  As much as anyone else...you're paying for a kind of bubble outside the 
economic world where you can spend three years learning about something you're interested in. (IS1) 
[academic value, enjoyment, transactional value] 47. 
..................................................
I've asked people actually the extent to which they think the industry, the market, and more generally 
the economy, has a bearing on what is taught on the course, or how it's taught...
Yeah this is something that's particularly frustrated me I feel...I'm not quite sure how I fall on this, but I 
suppose my philosophy on the education system is that things should be taught, I don't know,  they should be 
taught for their own sake...I'm not keen on the idea of economic policy influencing too much what should be 
taught. I get...I think among students as well, there seem to be more wanting to come to uni because it will 
give them this or that that will get them a job, which I feel is the wrong way to look at it...surely you should 
want knowledge for it's own sake, to understand the world that you live in, and it feels a bit back to front to 
me now. (IS1) [knowledge] 48.
_______________________________________________________________________________________
 Did you have to think carefully about what you were spending your money on? Has it influenced the way 
you're approaching the course? 
A: Well the state of the economy anyway just makes you more careful in everything. 
B: I knew I wanted to go to university a long time ago, and I suppose I just accepted that it was going to be 
3000 a year.  And obviously now it's gone up to 9000 I might have had second thoughts.
You wouldn't have done music? 
C: I wouldn't have come down to England. I would have stayed in Scotland. [transactional value, 
internationalisation, student choice] 49. 
________________________________________________________________________________
Do you think there's things...do you think a rise in fees like that might have affected your views, and your 
ambitions and your need...what you would want from higher education? 
Do you mean if I were applying now? 
Yeah- what would you want back? 
I'm not sure. Because with the course that I have done, I wonder if I might have been better, with my 
academic background, doing something that leads you to a more obvious job prospect, I suppose.  But I 
thought, well music's what I'm interested in, I should follow the knowledge, in that subject, but er, I think as 
it gets towards nine thousand a year, and you're looking at 27000 for a three year degree, I think most people 
would start thinking more seriously about what they're going to get out of it financially at the other end.  It 
becomes even more difficult to follow what you want because of it's own, intrinsic interest, I think. I think 
you have to become even more economically savvy and consider it even more. (IS1) [enjoyment, 
transactional value, knowledge] 50. 
________________________________________________________________________________
It will doubtlessly close down some opportunities for people of lower incomes (IS1) [social justice, 
widening participation] 51. 
I think in a wider sense though everyone's paying a lot more for less now as well, because it's getting cut 
down to less and less contact time, it's becoming a question of how much it's actually worth it, in that sense. 
(IS1) [pedagogy, transactional value] 52.  
________________________________________________________________________________
G: One thing I would say is from chatting to a lot of friends who are at the same uni but on different courses, 
this is the only course that i've heard of that you actually get some sort of value for money from. 
In terms of teaching? 
G: In terms of everything, like I divided up my fees by the amount of studio time I get a year and it works 
out about £20 an hour, which you'd pay way more for in a regular studio, and that's not including any of the 
band practice time I had, not including any of the teaching I had, not including the one to one tuition I get, 
which works out, what you'd pay 35 quid for half an hour of that? Like in terms of value for money this 
course is on it.  
F: Definitely if you decide to make it that way. 
E: Yeah you get out what you put in . 
F: People walk out of it the day we get our timetables in September, saying I've got 5 contact hours on paper, 
3500 for 5 contact hours.  But C's right, that's not what you're paying 3500 pounds for, you've got so much 
more available to you. And you know even if you don't want to spend a lot of time in the studio, access to 
this library, it's ridiculous, it's amazing the stuff that's here. [transactional value] 53. 
________________________________________________________________________________
E: Yeah. I think that...when I first went through the application process, one of the main things was the 
money, and I just can't afford it, things like that...and I think my parents were like don't let that stop you 
going to university.  You get all the loans and stuff, and they'd help me and things like that.  Because my 
brother is in his last year of A level now and he's due to go to university in September, and he's going 
through the whole application process and that hasn't phased him at all, and I think you know, yes it is just 
disgraceful the fact that they are going up to 9 grand, but it shouldn't stop you I don't think.  If you want to 
go to university and get a better education and do what you think is the right way to go then it shouldn't stop 
you. [transactional value, educational value] 54. 
F: I don't think it would have stopped me doing the course, because I think my...obviously 3500 grand is a lot  
of money anyway, 9500 grand is a lot more admittedly, but I think the way I kind of see it is it's a worthwhile 
investment, and I'm getting a loan for it so I donÕt have to think about it now (laughs). I mean I couldn't 
possibly have done this without a loan, and I'm very aware that you know I'm going to pay that back over a 
long time, you know but I think think that if i decided that university was worthwhile and I wanted to do this 
course then i don't think money would have changed that. [transactional value, educational value] 55. 
H: I think the main thing, I would be pushing to kids who are going to go to uni and are doing A levels, is 
that if you are going to go to uni and it's going to cost you 9 grand a year now, you make...yeah ok you have 
to earn more to pay it back, but it is a massive amount of debt that you're going to carry for the rest of your 
life, and I think that there's not enough sort of like provisions for kids who are like 17 18, there aren't enough 
avenues for them to go down or advice given out, really terms of their future.  And I think that 18 is in many 
ways the wrong time to give it anyway, but honestly the only thing I'd say to anyone going to uni, especially 
if they're going to be paying 9 grand a year for it, is take a couple of years out because trust me 18 to 20 even 
in those two years, even if you know what you want to do, you do a lot of growing up in that time, and I 
think that if you're going to make that big decision to go to uni which has just been made even bigger, I 
would make sure that you do the right thing. Because i know loads of people who have gone to uni straight 
from school cos they wanted to go away and then they end up dropping out. [lifestyle, age, transactional 
value] 56. 
Musical Value(s)
We have a large and vibrant student body and welcome musicians from all musical backgrounds. (website) 
[pluralism] 57.
_______________________________________________________________________________________
in the past, whenever popular music was spoken about there were some people that consistently referred to it  
as pop music, as if that was what it was, and IÉthat was one of the little things that irked me I suppose.  And 
still is, if I hear people trying to sum up an entire degree course in popular music as pop music, because what  
I understand is that pop music is certainly a large part of it, but itÕs not the entirety of what we do on a 
popular music course (Programme leader) [musical value, pluralism, nomenclature] 58. 
IÕve also heard some people that, you know, with degrees having to be combinedÉfor instance, with whatÕs 
happened at Salford, we are combined and we are now a BA Music, and we have these pathways, and you 
couldnÕt be a BA Popular Music because that would then omit some of the more classically-based modules 
on the modular pathway, so you had to go for the more all-encompassing title of music, which is appropriate, 
butÉand this isnÕt something I necessarily agree with, but I have heard one or two colleagues saying well 
closely related to the music industry. A third interviewee lead degree and diploma courses at a further 
and higher education institution in Scotland that runs classical, Scottish traditional and popular music 
courses.  A fourth was the co-creator and former programme leader of a BA Commercial Music 
programme.  The interviews were between forty-five minutes and an hour long, and conducted in 
informal settings; one in a pub, one in a cafe, one in a restaurant and one over the telephone.  
Recordings were transcribed verbatim within twenty-four hours of the interviewsÕ taking place.  All 
participants were offered the opportunity to see the transcriptions and the results of the research.  
Coding 
 I took an iterative, grounded theory approach (Charmaz, 2006) to analysing the data.  A 
quantitative selection of categories (assessing the significance of categories according to the 
frequency of their emergence across interviews) was inappropriate in a study of this scale; instead I 
used an open-coding procedure to sort intervieweesÕ responses into conceptual sub-categories (see 
Table 1) but did not eliminate any categories that figured infrequently, or grade categories in terms of 
response strength.  I then used a process similar to selective coding to explore relationships between 
categories and identify ÔcoreÕ or ÔoverarchingÕ categories.  Coding was carried out manually without 
data analysis software packages; interview transcripts were printed and statements were colour coded 
according to emerging themes.   
 Twenty-three sub-categories emerged from the three interviews. These were grouped into 
four ÔcoreÕ categories: Make-up of student body, assessment, delivery and content, motivation and 
expectations.  
Subcategory ÔCoreÕ category 
prior experience/learning (of students) Make-up of student body 
positive aspects of atypical recruitment and access 
routes 
Make-up of student body 
negative aspects of atypical recruitment and 
access routes 
Make-up of student body 
difficulties of assessing song writing and 
performance 
Assessment 
positive aspects of assessment  Assessment 
success of delivery (teaching and learning) Delivery and content  
problems of delivery Delivery and content  
positive feelings about emphasis and content Delivery and content  
emphasis on professionalism and vocationalism Delivery and content  
positive mix of the student body Make-up of student body 
impact of professional/musical background of 
staff 
Delivery and content  
financial/operational constraints Delivery and content 
(studentsÕ) motivation to achieve fame  Motivations and Expectations 
(studentsÕ) motivation to acquire skills/prepare for 
professional life 
Motivations and Expectations 
(studentsÕ) motivation to make music Motivations and Expectations 
(studentsÕ) expectations of the course Motivations and Expectations 
(studentsÕ) expectations of their future Motivations and Expectations 
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Dominant genres and styles  Musical and Aesthetic Values  
Student demographics  Make-up of student body 
Local norms Make-up of student body 
Difficulties of measuring creativity in assessment Assessment  
Local music industry  Delivery 




Data Key  
AA Alumnus A  
AB Alumnus B  
PLA Programme Leader A  
PLB Programme Leader B  
Make-up of student body 
The make-up of student body was perceived by the interviewees to have positive and negative 
influences on the learning experience, and to have impacted upon the musical values of the 
programme.  Both alumni interviewees commented on the recruitment of students from non-
traditional academic backgrounds. Although they felt that many of their peers were not Ôup to scratch 
academicallyÕ (SB), they both approved of the inclusion of skilled individuals within the student body 
who might otherwise be denied access to higher education: 
[AB] I think it's a really good thingÉ that it allows people who are very talented in a certain field to 
get on to a university courseÉ IÕm pretty sure that actually in terms of grades and stuff, the number 
you had to get to get in as set by UCAS and stuff, they werenÕt [É] particularly high, I think it was 
very much based upon this audition kind of thing. 
Both recalled that the mix of musical backgrounds on the course promoted a rich learning experience, 
in particular in the performance modules where students were allocated into diverse working groups.  
[AA]Éyou look at the sort of spectrum of people that were on the course, hip-hop was well covered, 
drum and bass was covered, rock was covered, acoustic sort of, soul, rÔnÕb. 
[AB] I liked the idea of meeting people from different kinds of backgrounds and influences and getting 
to know them.  
One interviewee noted that self-identification among students was often genre-specific:  
[AB] So then they split us up on the performance module, and some of those in the singer category 
were like, IÕm not a singer, IÕm a vocalist, or you know IÕm a rapper. 
The former programme leader of the London institution noted that students were often more interested 
in learning from their fellow students, and that 'your peers [were] always your first port of call'. 
Moreover, within each student cohort, there were respected 'leaders, the ones with the ideas', who 
acted as 'tastemakers' and 'set the pace'.  
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The course leader from the Scottish institution noted that unpredictability in terms of the student 
makeup had implications for the delivery of the course, often impeding planning and limiting 
performance opportunities:  
[PLA] WeÕre not in a position to say we need 12 guitarists, 4 drummers. We get what we get.  You 
canÕt even plan what you going to do.  
[and] 
[PLA] YouÕve just got to be imaginative. In the first year of the HND weÕve got 5 drummers, but IÕve 
got tons of guitarists.  What weÕve done is make up six ensembles each week and [É] take them 
through it. 
Similarly, the former programme leader of the London programme remembered that certain 
instruments were heavily over-represented among applicants, impacting on the practicalities of 
performance pedagogy:  
[PLB] [É] guitarists come in packs of a hundred, and youÕve a case of special needs, which are your 
bass players, because youÕve got to make up a series of bands, which was always done entirely 
arbitrarily.  
The Scottish programme leader identified a correlation between the current balance of 
instrumentalists and the dominant musical styles among students:  
[PLA] guitar music is a big thing, there are very few keyboard players. [ItÕs] rock music, and the big 
thing is progressive rock. 
However, the former London programme leader related the balance of genres on his programme to the 
ethnic makeup of the student body:  
[PLB] You could always tell what the musical movements were, I mean in my last year of Westminster 
[É] the two musical strands that were evident were divided on ethnic lines, and so we'd get all the sort 
of white dance music which just went through in various forms, and then thereÕs the grime, the soul-
boys, you know the speed garage as it was in those days, and [É] there was some intermingling but not 
necessarily very much.    
Delivery and Content 
At the alumni intervieweesÕ institution, the course was comprised of performance, theoretical 
(including music sociology) and business modules. Both alumni felt that there was an appropriate mix 
of content, and that it had allowed for a diverse cohort of students to pursue their interests and 
strengths.  Both felt however that the first year modules had had the effect of Ôputting people offÕ 
[AB] or Ôweeding people out ofÕ [AA] particular pathways (whether performance or business), and 
thus forcing their choices.   
Both interviewees noted that most of the teaching staff at their institution had previously 
worked in the music industry as musicians, composers and managers.  While this gave them unique 
expertise which the interviewees valued, both interviewees recalled a tendency among staff to focus 
too much on their personal experiences in their teaching:  
[AA] Éwith some of the lecturers [É] you felt like they were coming in and saying how great it was 
in their day and bigging up how they had it, and you question, well why are you here teaching then? 
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[AB] I distinctly remember that there were members of staff who had a chip on their shoulder, who felt 
they'd been done over by the music industry, and that wasn't always necessarily a positive influence. 
The course leader at the Scottish institution acknowledged that the musical focus was 
inevitably dependent on the teaching staff available, and that this had an aesthetic and methodological 
influence over the music that was composed or performed on the course. The popularity of making 
extensive use of technology in composition, for example, was seen as being due in part to the 
influence of an inspirational composer on the teaching faculty.  Furthermore, the involvement of 
famous rock musicians in a large-scale performance had led to an interest in progressive rock among 
students:  
[PLA] Jon Lord from Deep Purple came in and did his Concerto for Rock Band and Orchestra, Chylde 
in Time. And it was our rock band that played [É] and Phil Cunningham, whoÕs a famous folk guy up 
here, he played his stuff and the band played with him.   [The students] are writing prog-rock music 
now. 
The former London programme leader noted that the location of programmes had an inevitable 
bearing on the content and delivery of programmes:   
[PLB] [Programmes] are to a certain extent defined by their location and do serve their locale, [and] the 
work experience is going to be the local venues, the odd local record label if there is such a thing. 
As discussed below, he also saw this as impacting on students' professional ambitions.   
Within the curriculum at the Scottish institution, sustained focus was given to specific genres, 
both in practical performance classes and in modules with a large written element. This was in order 
to generate deep understanding of different genres, but also to develop a broad repertoire that might 
serve the students professionally:  
[PLA] we have a band who [play] Eurovision songs, and it really is some of the naffest stuff, [but] I 
say [É] you're going to have to play Congratulations at somebody's birthday party.  You have to know 
these things. 
Both alumni interviewees noted that musical emphases across their programme accounted for a broad 
range of genres, and that open-mindedness was encouraged. While no particular genre was privileged 
however, both felt that the values underpinning the course were commercially, rather than artistically-
oriented, in contrast with other programmes they knew of:  
[AB] Éon the song writing modules the idea of it being appropriate for commercial success, or 
approachable and listenable, was a lot more important in their teaching to us than... artistic integrity 
and originality 
[AA] I mean my thought would be that if you want a more art rock experience then youÕd go to 
Goldsmiths and youÕd be with Bloc Party and that lot, where itÕs less about the business and more 
about taking a lot of drugs and coming up with a crazy philosophy for your music. 
In contrast, the course leader from the Scottish institution identified originality, innovation 
and ingenuity as the values that were promoted most in performance and composition. Students were 
encouraged to Ôtake things and rearrange them, or reset them in interesting waysÕ.  
Discussing the issue of fostering originality and creativity, the former London programme leader, who 
had served as an external examiner on a number of programmes across the UK, suggested that there 
were two dominant approaches to popular music education in the UK:  
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[PLB] I think you can categorise these institutions in one of two ways, and one is what you call the 
conservatoire model, or [É] the art school model, and there are some institutions that like to position 
themselves in between. [É] The conservatoire model is pretty much what it says on the tin. ItÕs 
instrument focused, and itÕs about getting your chops to a good extent, and then everything else is just 
an add on. [É] The art school model [is] predicated on the idea that if you looked at where musicians 
had come from in the fifties, sixties and seventies, it was the sort of that whole idea of freedom to 
throw all sorts of things together under the benign tutelage of some sort of genius. 
He noted that his own programme had been closer to the 'art school model'.  This reflected a view that 
technical proficiency was not a prerequisite skill for working in popular music, in contrast to the 
classical music:  
[PLB] there is a technical judgement, which in pop music of course are entirely contrary to the way a 
classical musician will approach it. It actually doesnÕt matter if you can play your instrument or not, in 
fact if you can play in a very unorthodox way itÕs very much in your favour.   
Assessment  
All interviewees noted that there were tensions surrounding the issue of assessing creative output.  
Both alumni interviewees felt that the approach to songwriting and performance assessment had been 
problematic at their institution because of a lack of 'objective' (SB) criteria:  
[AA] I just remember thinking how on earth can you mark this? How can you tell me whether my song 
is good or not? 
[AB] There was a lot of questioning of the scoring and how the grades were given. Because [É] there 
was a panel of people and one person might think youÕve got the best song in the world, or the best 
voice in the world, and another person wouldnÕt beÉyou know it comes down to personal taste. 
The former London programme leader suggested that establishing assessment criteria for popular 
music was significantly more difficult than for classical music because of the lack of an established 
set of normative values, which in classical music were canonical:  
in classical music values are embedded, there is I still think a fundamental approach which is 
evidenced in the conservatoire, [É] and the academies in particular, the Royal ones, they see 
themselves as guardians on the canon, and in classical music there is only the canon, and ultimately itÕs 
what they rate. 
He noted that the assessment of creative elements such as composition was a particular challenge 
I always [thought] how can you measure creativity and what assessment criteria can you apply to it? 
[É] you know, is there serious intent to this, and if the answer is well no, someone is just whacking a 
few things together, then you have to think about what your framework is for judging that.  
At the Scottish institution, students were assessed on performances within particular prescribed 
genres:  
[PLA] ThereÕs an outcome which says that you have to perform in four different genres, so I absorb 
that into the performance [assessment]. 
Thus, for these assessment elements, the normative tropes of different genres provided frameworks 
against which performances could be judged.   
Motivation and Expectations 
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There were suggestions that the expectations and motivations of students differed across institutions. 
One alumnus interviewee (from a London programme) was initially motivated by the opportunity to 
meet musicians with whom he could form a band that he fully expected to achieve fame and success. 
The second had held similar hopes, though these were not held exclusively and were quickly 
abandoned:  
[AB] I probably came from quite a small town where I was considered to be the best drummer for my 
age group, and I got on the course and was like, this isnÕt going to cut it any more. IÕve got to do 
something else, and IÕve got to find what IÕm good at.  
Nonetheless, he maintained an ambition to enter into the music industry and work for a record label; 
he saw it as essential to be studying in London where he could take advantage of prestigious work 
experience opportunities at record companies.  Such opportunities were facilitated by the course and 
led to his immediate employment within the music industry upon finishing the course.  At the Scottish 
institution however, it was noted that many students were not motivated by fame or achievement on a 
high level. This was attributed by the programme leader in part to sociocultural factors:  
[PLA] a lot of them donÕt see being rich and famous as an option, [É] whereas you would think that 
that would be the predominant thing [É] thereÕs a kind of Scottish mentality [É] if you donÕt aim too 
high you wonÕt be disappointed. 
The interviewee went on to emphasise the peculiarity of her institutionÕs experience, in terms of 
locality and regional culture, and asserted that its model of delivery needed to address the local 
reality:  
It is different up here- a lot of them do want to go down south [É] because they recognise that if you 
want to go down the traditional route then you need to be in bigger places, but [É] we try to make it 
clear at the college that they can make their own market, and that they can stay and do the same, or 
something similar, in Scotland [É] thereÕs something to be said for being a big fish in a small pond. 
The former programme leader of the London institution also hinted at sociocultural differences across 
geographical locales.  Speaking of the advantages that studying in London offered to students who 
wanted to work in the music industry, he suggested that programmes in smaller conurbations could be 
'limit[ing]' to students' ambitions:  
Your locale does pretty much limit what your ambitions might be, unless youÕve got ambitions to be 
something a bit better and a bit wider. But you know, if thatÕs the case why not apply to a London 
based college because thatÕs where the action is. 
Discussion 
The above findings illuminate several areas pertinent to my investigation.  Firstly, they highlight the 
heterogeneity of popular music education.  There were significant differences across programmes in 
terms of curriculum content, pedagogy, resources, student intake, and underlying values.  Some, if not 
all, of these areas were contingent to some degree upon the geographical characteristics of the 
programmes, whether demographic, economic or socio-cultural.  This suggests that any subsequent 
investigation should proceed in awareness of the geographic conditions of the degree programme (or, 
if comparative, programmes), and their impact thereupon.   
Secondly, the findings suggest that students have a significant impact upon value formation 
on programmes.  This was evident both in the alumni interviewees' appreciation of the diversity of 
students' musical backgrounds, we they saw as having enriched their learning experience, and the 
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former London programme leader's comments regarding influential students impacting upon the 
musical values of their cohorts. On a more operational level, the Scottish programme leader's and the 
former London programme leader's comments regarding the instrumental make-up of cohorts, and its 
implications in terms of the genres of music covered on the programme, also highlight student impact 
upon on the aesthetic characteristics of programmes.  This affirms the need to consider students as 
active agents of value formation.  
Thirdly, and on the other hand, the Scottish programme leader's comments regarding the 
influence of high-profile, visiting faculty on students' tastes suggest that, as might be anticipated, 
curriculum and pedagogy impact upon students' values.  Again, this reinforces the need to gather 
student and faculty perspectives in order to gain insight into the reflexivity of value formation on 
programmes.   
Fourthly, all respondents perceived tensions and difficulties associated with assessing creative 
practice.  This was related by the alumni interviewees to a lack of standardised criteria, and 
differences in tastes among assessors, and by the former London programme leader to a lack of 
established foundational values in popular music, in contrast to classical music.  This suggests that 
within popular music education a lack of consensus exists regarding aesthetic value.  
Fifthly, and in relation to the last issue, one alumnus interviewee's comments relating to the 
'commercial success' being prized more highly on his programme than notions of 'artistic integrity' 
highlight that popular music is both a commercial product and an artistic form, and that contradictions 
can be perceived between these two aspects.  
Finally, the former London programme leader's comments regarding differences in approach 
across the discipline, which he had perceived over many years of external examining, suggest that the 
disparity across the field might be ordered into 'types'.  His suggestion of an 'art school model' and a 
'conservatoire model' may offer a useful framework.  However, on the alumni interviewees' 
programme music performance or composition were not compulsory, and students were permitted to 
study music business modules instead of music making modules.  It does not therefore fit comfortably 
into either of the models identified by the former London programme leader.  This might suggest that 
a third 'type' might exist.    
Semi-structured interviews as a research instrument 
The interviews afforded insight into both the practical aspects of delivery and course design, and the 
respondentsÕ own experiences of the latter.  Where a more strictly formulated set of questions might 
be useful at a more developed stage of a research project to achieve focus relating to a priori theories, 
the conversational dynamic of the semi-structured interviews encouraged critical reflection in both 
interviewee and interviewer and led to the emergence of important themes.  
The semi-structured interview is a particularly appropriate instrument for my research project.  
Firstly, because of its disarming nature, it has the potential to overcome issues of confidence and trust 
in participants; for example, an academic whose course design or teaching method is under scrutiny 
might be more willing to answer questions on the latter in an open discourse that allows them to (for 
instance) expound, justify and disclaim as they wish, than in a rigid schedule of questioning that 
might appear leading or limiting. Secondly, its informal ÔfeelÕ renders it more attractive and less 
intimidating, and thus increases the chances of participation. Finally, it yields rich, nuanced data 
(provided that the data is captured as verbatim transcripts) that can be analysed and coded with a 
variety of approaches, such as a Grounded Theory approach, a discourse analysis approach, or an 
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Interpretative Phenomenological Analysis approach (for studentsÕ learning experiences perhaps). 
Given the relatively small purposive sample of interviewees I am likely to use, a semi-structured 
interview is therefore an ideal data collection tool.   
Through conducting semi-structured interviews in a pilot study I became aware of challenges 
associated with the instrument.  Prominent among them were those associated with the need to 
maintain a discursive, conversational exchange while at the same time retaining control over direction 
and focus.  As interviewer I had to strike a balance between allowing the interviewees a degree of 
conversational freedom to reflect upon their experiences (essential in a ÔGrounded TheoryÕ approach 
for the emergence of themes) and Ôreigning inÕ tangential discussion if necessary.  Related to this is 
the somewhat paradoxical requirement that the interviewer be the less dominant speaker, but maintain 
control and authority in the conversation. I encountered challenges on either side of this. One of my 
interviewees was initially reticent, and in trying to promote freer conversation I found myself 
compelled to talk more.  Another interviewee however spoke freely from the start in an almost 
monologous way.  This was complicated by the fact that the interview was conducted over the 
telephone, and therefore deprived of non-verbal communication.  In cases such as these, I realise it is 
essential to develop strategies to account for differences in conversational style among interviewees.  
Epistemologically, I felt that the disciplining aspect of the interviewerÕs role problematised 
the ÔGrounded TheoryÕ approach; by trying to regain control of conversation, I felt at times as though 
I was asking leading questions in spite of my intentions, pursuing pre-ordinate ideas and focusing on 
areas I had deemed to be significant.  This highlighted for me the need to consider reliability 
throughout, acknowledging problems relating to epistemology and accounting for possible bias.  
Other potential challenges included difficulties of background noise in recording (particularly 
true when the interviews are taking place in public spaces), repetition of questions (making sure that 
time wasnÕt wasted), neglect of questions/issues (making sure that everything was covered), the 
commitment of interviewees (some of my participants cancelled their original interview times and this 
delayed completion of the study), and intervieweesÕ possible propensity to present espoused theory 
over theory-in-use (when answering questions regarding learning (students) or teaching (academics) 
for example, interviewees may present ideas of best practice rather than the ÔrealityÕ of their 
experience).  
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I am conducting a doctoral research project into Popular Music pedagogy at Higher Education level, focussing on the 
influence of canon and genre on pedagogic approaches.  I have already communicated with you regarding your 
participation in this project, and I am writing to you now to explain the purpose and methods of research in more 
detail, and to ask for your formal consent.  
If you agree to participate in this study, you will be asked to take part in an interview with me, lasting approximately 
30 minutes.  The interview will be recorded and transcribed with your permission and will focus on the design, 
structure and delivery of the popular music degree programme that you lead or teach on.  The transcription will be 
shown to you in order for you to check its accuracy and to confirm that you are still happy for its contents to be used.  
I can send the results of this research to you if you wish.  
The information gathered will be used as part of a pre-pilot study to gain an overview of popular music degree 
programme delivery in the United Kingdom, with the aim of identifying pertinent research areas and refining my 
research question. The information may be included in my PhD literature and in research publications.   
It is hoped that in gathering and analysing information and opinion from participants like you, this study will generate 
understanding related to Popular Music education and the skills and knowledge valued by students, faculty and the 
professional world.  It will be a valuable resource for curriculum design and may positively inform practice in Popular 
Music Education.   
Any subsequent research towards my doctoral project will be reviewed separately by the Research Ethics Committee 
and further consent will be sought; the consent form attached relates to this pre-pilot study only.  
Any data collected will be held in strict confidence. Research records will be stored securely in a locked filing cabinet 
and on a password-protected computer and only my supervisors and myself will have access to the records. Records 
will be retained for five years after the project end and will then be destroyed securely.  
 
Your decision to participate is entirely voluntary. Also, you are free to withdrawal your consent at any time, without 
giving a reason, by contacting me on the e-mail given above. I do not anticipate that you will incur any expenses 









If you have any queries or wish to clarify anything about the study, please feel free to contact us on the details given at 
the top of this letter. 
 
This project has been reviewed by the University Research Ethics Committee and has been given a favourable ethical 



















I have read the Information Sheet relating to this project. 
 
I have had explained to me by Tom Parkinson the purposes of the project and what will be required of me, and any 
questions have been answered to my satisfaction. I agree to the arrangements described in the Information Sheet in so 
far as they relate to my participation. 
 
I understand that my participation is entirely voluntary and that I have the right to withdraw them from the project any 
time, without giving a reason and without repercussions. 
 
I have received a copy of this Consent Form and of the accompanying Information Sheet. 
 
This application has been reviewed by the University Research Ethics Committee and has been 
given a favourable ethical opinion for conduct. 
 
Please tick as appropriate: 
 
I consent to take part in an interview as outlined in the Information Sheet     Yes          No 
I consent to this interview being recorded            Yes          No  
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